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ABSTRACT , 3 : ,
- This document describes the aesthetic education

-fcﬁrriculu: developed by the Aesthetic, Education Program (AEP) of the
‘Central Midwestern Regional Educational Lab. Developed for elementary

o,

grades, the curriculum is intended to enhance aesthetic perception,.
teach the arts, create a better living environment, prcmcte general
education, and use the arts in general educaticr. It incorporates all
the art foras: dance, film, literature, music, theatre, and visual,
arts. Chapters one and two define AEF's concept cf aesthetic
education and give specific goals. Chapter three presents U4
instructional units for the six elementary grade levels, giving

g cont ent, instructional strategy, ccncepts, and cbjectives for each

" uynit. Written by producing artists, performing .artiete, scholars,

students, and teachers, these units are desicned tc ccmplement, not =
to replace, currently used art prograss. Ccrtent includes aesthetics
in relation to: (1) the physical world, (2) arts elements, (3) .the
creative process, (4) the artist, (5) the culture, and (6) the .
environment. Another chapter presents three case studies invelving a
third grade teacher, a fifth/sixth grade teacher, and a amtsic
gpecialist. Each teacher explains how he integrated the AEP umnits
into his classroom, adapting them tc the grcper grade level and the
existing school program. The document concludes with an evaluation
strategqy, a list of aesthetic educaticr learring certers, and &
biblicgraphy. (BC)
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Tothechlldren in ournatue;ns schools, -
who are sesthetic by nature and in whom
thls quallty can be enhanced throu?h educatlon.




. Education should be integral. It
should encourage the growth of the
whole and complete individual:
“It follows that education is not
entirely, nor even mainly, an affair ﬂ[

. boak learning, for that is only the
education of one part of our nature -
the part of the mlnd lhat deals w;th

i whu is nul yel maturé ennugh to
thin) by these shurt cut methods, it
‘should be largelyan education of the .
senses — the senses of sight; fouch
~and hearing, in one word, the
‘education of the sensibility.*

HerbertRead .
To Hell With Culture . .




PREFACE
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" Anyeight-year effort is not the work of a few, but
draws jts support and direction from many skilled and
dedicated people. The Aesthetic Education Program | -
curriculum development project is no exception, and

, acknowledgemenls and thanks to quite a number of
individuals and groups for lhEIr support are very much
in order.

There are several people and groups whose direc-

tion and support have guided the Program from its very

beginning: Wade M. Robinson, President of CEMREL
Inc., who was the first Executive Director of the _
Aesthetic Education Program and whose contributions

—F i e
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have extended gver eight years; Kathryn Bloom, Harlan

Hoffa, and the Arts and Humanities Program of the
‘United States Office of Education, which provided the
support for the initial research wark and the develop-
ment of the early funding pmpusals the late Manuel -

Barkan, Laura Chapman, Evan Kern, and the staff:
members of Phase I of the Program at Ohio State Univer-
sity, whose research'work resulted in Guidelines: -
Curriculum Development for Aesthetic Education;

and the members of the Program’s National Advisory
Committee, many of whom have also served as Staff
Associates and consuitants to the Program, and whose
dedication to the idea of an aesthetic education curric-
‘ulum has guided and shaped the Program over these
eight years.
We are grateful to the United States Office of

Education for the initial support for the Program, Upon *

the establishment of the National Institute of Education,
that body became the source of the Program’s support,
and Martin Engel became the Program's monitor. To that
agency, too, we express our appreciation,

Following these pages is a listing of the staff
members of the Program. Some of these people are “old-
timers" in‘the life of the Program and deserve special
recognition for their excellent work as well as for their
tenacity, The core administrative sfaff has worked

‘together to provide continuity almast since the beginning
and includes Nadine |. Meyers, Associate Director for
Development; Bernard S. Rosenblatt, Associate Directar
for Teacher Education; and Sharon Bocklage Michel-

‘Trapaga, Editorial Coordinator. Jerilynn Changar, Pam
CcE LFCL]'ES Fuchs, Betty Hall, Susan D. Ingham, Rene

o4

Michel-Trapaga, Edward Sweda, Bennett Tar]eton, and

. Patricia Thuerndu are all key staff members whose work

in the development, evaluation, and editing 7'“' the mate- -
rials, and in the training of teachers for.their/use, has

“benefited tfie Program almost since its mcep’llcﬁ

The early years were made Esp.agla]lff productive
by the'diligent work of Virginia Shepley Robinson and
Suzanne Dudley Hoffa, particularly on the‘initial plan- -
ning/work for o't major curriculum develqpment effort.

: ;'Ar;fexcellent clerlcafstaff has smoothed the work of the
" Program over the years; thisstaff was headed by Patricia
f;élmmﬁns and later by Mary Runge And there are, cif

and frea lanﬁe cﬁnmbutmns to the Prugram are 1mi‘alLI=
able. We thank you all. o

Avery spemal recognition must gu to the students,
teachers, and administrators in whose classrooms the

:"Prngram tested the materials, sometimes over and oyer
again. The classroom sometimes confirmed, sometimes-

rajected our ideas, and both reactions contributed in the

best possible way to the improvement of the curriculum.
School districts, administrators, and teachers'who have

- participsted in these evaluatian activities over the years

Twn st;hz:ols have been mvolved as demonstration
sites for the curriculum; Greensfelder Park/Daniel
Boone School in University City, to whose principals Lee
Trotter and later Billie Jacobs we are deeply grateful;
and Goodall/Edgar Road School in Webster Groves,
whose principal, Ray Miller, has given the Program
valuahle and deeply a?premated support,

" Iwould like to personally thank Sheila Onuska,

25 assisted me over a two-year period in collecting
the information, organizing it, and writing this book,
which would not axlst without her help.

I remember well that many of those people
advising CEMREL in the late 1960s said that an Aesthetic
Education Program was a "high-risk venture.” I would
like to acknowledge CEMREL, Inc. and its Board of

" Directors for having the insight and the courage to take

that risk. I compliment the laboratory for its foresight
and its continued support over this long period. .,

~ Stanley 8. Madeja
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GEMREL was formed in 1965 to improve the
quality of education for the nation’s children through
working cooperatively with many educational agencies

pfo bridge the gap between'sound educational researth
and-actual school practices. Early on, CEMREL defined
¥s'mission as one of attempting to impfove the effective-
ness of l'nssrlj'ctmn in the schools by the \development and
use of r:urru‘:ula and instructional systems that were
based upon: ,

~ relevantresearch in the;acnal behavioral

sciences, S

systematic instructional analysis by scholars in the
appropriate content areas, -
application of systems analysis and planmng to
organizing and managing instruction, and””

careful assessment n}' individual learrers and
learning outcomes in the uses of new and prom: -
ising instructional technology.

In the fall of 1967, the CEMREL Board of Directors
made a flrrn cnmmnmem to und take thE develnpmpnl
pmgram - k_mdergarten thmugh grade six. Tl‘us deci-
sion, Canﬁurred in bv the U S foir;e uf Edui;atinn came
the Rhude Island School Df Desﬂgn in ]uly of thal year, '
The conference had been called to consider the results of

planning and feasibility study jointly funded by Ohio
“Stafe University and CEMREL and directed by Manuel
Barkan, ably assisted by Laura Chapman. The result of
the conference was the members unanimously recom- -
mended thaf a major curriculum developrfesdeflortin
aesthelic education be undertaken to improve artsae
education in the schools.

Ed

! N o
i The me mhprsnf the conferonce weke Harold Arberg, Manuel Barkan, -

Mary Louise Barksdale, Kathryn Bloom. Harry 5. Bmudf Nathaniel L.
Champlin, Laura Chapman, James L. Evans. Arthur Wells Fash; ay.,
Beldin Hare, Louis Higgs. Harlan Hoffa, Glen McAlister, Tahie Meisel,
Alan Purves, Bennelt Reimer, Wade Rohinson, Nancy Smith, Wallace
Smith, Gretchen Trenholm. Asahel D. Woodrulf.

&+
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By early 1967, the Ta¥tof a series of devplopméntal
conferences that had begn sponsored by the Artsand
Humanities Branch of the U.5.0.E., headed by"ﬁathryn
Bloom, had emphasized strongly.the need to improve -
arts"éduaatmn in the schools. By then, of course, the
science and mathematics curpitulum reform movepent

. that had been sparked by Pr fmsur Jerrold ZaéRarias of

MIT and others had taken firm root, and the results had
begun to be used widely in schoolg, ~ v - |
~ Aneven cw(;nry analysis of the school offerings in

" the public elementary and secondary schools at that

time, pamf“cularly as influenced by the rising emphasis
on cognitive skills embedded in the newer science and
1tics pmgrams pmnted Jo the paSslblllty Df a

schools. This eghng GDUplEd with the evidence that
relatively few children received more than rudimentary
instruction in the arts throughout the elementary and
qec’andary schﬂﬂls prn‘ved a canvincing argur’nent that

placed in the schonl c:urru:ulum but that it ought to l:\e

made a part of the general education  program for all

Ehl]dl‘e} As Sir Herbert Read had Expmessad it earlier,
, appreciation of the arts affords a coutigrpoise to

/.1'

e

the rationalistic bias of contemporary culture® aqd offers

many people a field in which to exercise faculhe‘“‘whld‘l
might otherwise remain stunted and'impoverished."+*

The Aesthetic Education Program was not
desigrted ag.a replacement for any of the existing arts
programs huit rather as a solid general education offering
upon which the separate arts programs could be based,
and as a systematic attemp} to enrich the arts education

programs [k all youngsters in all of the major art forms. .

I fDUrBW’Edi therefore, that if the materials Were to be

v -

;
E ]

:§ir Herbert Read, The Form of Things Unknown (I ondon: Faber and

‘Faber, Ltd., 1960}, p. 46. !
M
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- other disciplines, as well ag the basjs upon which a

" 'Manrge C. Beardsley, "The Clasqthtmn of Critical Rf}ﬁgnnq in

have to be capablé‘uf bemg taught by a re’gular classmum
teacher withi-a minimum amokint of special trajning, -
Further, they would have to be broadly enough designed
s0 that they could form the basis for gemeralization to

continuingly refined arts program could be built. An’
ambitious undertaking, indeed.

_ = Along with Beardsley, the program staff helleved
there were three kinds of value to be found in sof
art — cognitive value, moral and social value, and
aesthetic value, “.-. . that value which it {the work of art)
possesses by virtue of its capacity to provide aesthetic
experience.’s That meant that “the distinctive goal of
geperal aesth‘!tlc education . . (was] to develop the . .
skill (¢] of.. . . artistic impression that are correlative tﬂ
but notidentical with . . . the skills of expressiop. The
strategy of aesthetic education or designs for aesthetic
education . .. (was) concerned with the relatioh Between
these two types of skills.” * Thus, not only did staff work
to design the niaterjals afid teachmg strategies to

_encourage the devglopment of aesthetic perception
through much‘w%er use of the serises, but also to require
youngsters to produce, to talk about, to be able to
‘analyze, and to be able to rationalize aesthetic judg-
ments, ibnut works of art drawn from acrass the disci-

* plines' > dance, literature, thea! e, visual arts, music,

Umv&rsny of'Iflinois Press, 1971), p. 442 ff. ‘
‘Haﬂ‘yS Broudly, "Impression and Expn:s-amn in Artistic Develop-™~
ment," in Th® Arts. Human Developrhent, and Education, ed. Elliof

W. Eisner (Berkeley, Cal.: McCutchan Publighing Corporation, lg?h]
pp.80- 91 .

Aesthetics ungg’mhlemwadurntmn ed. R'ﬂphA Smith (Urbana, [1L:

Q £

Bt o

L

N

and so on. As Silverman states, “Everyone makes _
aes@ehc judgments, but there is a distinct difference: -

- between commonplace responses and those whu:{rafg "
16fcrmed through educational processes designed to )
develop a®sthetic llteracy "

Whether thig curriculum will, in fact‘ develap

-aesthetic ]ltE‘l‘EEy to the level we would hope remains to
be seen. Clearly. it is a good first step. Clearly, also, thls
work must be continued and amplified upon by us ahd

< othersif this ambltmus gﬂal is to be fully achleved

L
Wadaél\flg Robinson . - ot
President o -
CEMREL, Inc. ,
¥
Fl

’\
*Raonald H. Ellvermdﬁ ‘Goals and Rolesin the Art qu:atmﬁ of
~ Children,” in Eisner. ap. cit, p. 49,

g
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_Thig book describes the elemeniary curriculam
for a&sthﬁm education developed hy the Aesthetic

Education Program of CEMREL, Inc. The matertal in the *

book is directed lo both indivithrals interesied in the’ |
desigri of an dEb}hEllL educalion cagigubum and those
mvnlved in implementing such a cprriclum. for the
primargaffd intermediate gmdeﬁ Llllll(. ulum is
apﬂpﬂ:ralﬂ% tq.a normal elementary'sc hanl population and -
can be taupt iga rlq&aruum leagher or bwanarts . %
-spemh%t The wthemﬁfqr this hook is spec mrall\
thcrse individuals: rPprn;lhle for currictlum in a sc hmz]
setting — destgners of curricalum, whpthpr they he
t.e;;rharga cyrricifim (‘uurclmamr% [mnm]ml% or special-
ists i m the aﬂa . .

" The content of the currit nlnm 1‘.5 derived from
eight vears of development work on the pd[’iﬁ)f the staff
of CEMREL. Inc. in St, Louis, Missouri, and many ulhvr
individuals from Cnnpfxmh}lg institutions and agencies.
Th& Aesthetic Education Program has had a strong schol-
arly foundation throughoutits development. When the
Prrjgram began, a Naiional Advisory Committée of
twenly memphers was established to assist in the.overall
planmng and direction of the Program, to monitor its

progress, and (o assist in the development teffort,

In addition, the curriculum (lavalnpment staff was
made up of outstanding scholars, arlists, leachers. and
educators. Noled scholars from the field were selected
as staff associales who worked as part of the CEMREL
developmgnt staff forthe first three vears to'define and
review the content areas under development, In addi-
tion, a permanent writing and dczmlup_rmmt stoff was
hirgd. These people brought skills in curriculum devel-
opment, evaluation, graphic cipq:g carteducation, and
the arts to the Program.

The Aesthetic Education Program began develop-
ment wark in 1967 ;mrl 13188 with areview of the litera-

3

-
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development in the agls and aesthetic educ. auﬂn This
work'was summarized|i in Guidelines: Curric wlum Dével-

‘npmpfgl {or Aesthetic Fdusation puhlmhpd in 1970, ' After
Ahe biinal resewch ph*l%‘(i

thenext six years were spent
eveloping mstruc!mnal slrate-
gies dn(l mntPrmls. dml tesling, rpw%lng and Evtllua[mg

in defining the condent, d

“the resulling instructional units. The units making up the,

“the Appendix.

Lurrmulum described here'were wrillen by artists &

(urned curriculum developers working with other artists,

scholars, stidents, and teachers, A uniqfie aspect of the

: Prngr;m‘i throughout its history has heen that produding

and performing artists have beeninvolved in r:urru:ulums |
design and development hoth d(lﬂ"llnlhlf‘zlllVPl\’ Yind
substantively, This rurrwulum development effort has
generated a literature of il5 own as represénted »

in the list of evaluation reports and'the bibliography i in

¥

[h 1968, the Aesthelic Education Program delin-
ealed the following goals:

1. To design an elementary curriculum for
students in kindergarten through gmde six fsing a
mulllmpdlfﬂppmarh lo tnstruction and consisling
of a modular system of instructional unils that

" could be sirictured by students, 1éachers, schadls,
and gommunities into a curricalum reflecting their
educalional values and objéctives; "
2. To develop a leacher-education program o,
“accompany the
ldtmn in the schools:
3. To%sensilize individuals in the arts and education
and also,in the federal government to the impor-
tance ofthis kind of education {or every student,
and
4. To build a broad base of su qurlfcrthp concept
of aesthelic education while installing the s
Program in as many schools in the United States as
possible,

Manuel Barkan, Linra H. Chapman, and Evan ). Kern, Guidelines:
Curriculum Development for Aesthetic Education ‘%t Lnuis, Mo.:
':’-_.__HEEH Ing., 1970),

curriculum and lamllh te its mqml s
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All of these goals have been met, The curriculum hds

been designed and is available for installation. There are ,

forly-four multimedia.instructional utits4n the total
elementary program. A rnmprehenawp teacher, mlma—
tion program has been duve.laped Eleven Aesthetic ‘f’
Education Leagning Cenlers have been established,to .

. supply training on a national level forfteachers and

L}

EF

.school systerhs, They are listed in the Apgendixon *
pages 136-137. A numbar of cooperative efforts with the
national arts assuu&lmm and professional educatier—

grmlp’i have be:iﬂ Ldrned‘ out. The } nguage and the

suppnrl fnr ;wsthphc Pdnmtmn h’l% hé@n mrludexd in
federal legislation. In additien, the nce {l foraffective ¢
WE“ as cognitive ledrmng has come to he rFLngm,«iPd h *
more and more segmends o sociely,

The Guidelines identified certain charagteristics
for the aesthetic education curriculum. They ;—11{3 s -
follows:

; 1. The curriculum n*l[t,n({% to CDmpltﬁfnpnt rathér
than'to réplnrp current instructions i the arts.
2. The Currlcﬁllum will juxtapose the several arts
"in units of instruction t demonstrate that all the
~arts are potential sources of aesthetic experience,
3. A range of art forms, styles, and periodsof
artistic development will be represented in the
units of instruction,
N 4. Ardnge of approaches to study for aesthetie
 education will be represented in the units of
instruction.
5. Units of instruction will represent a range of
points of view about aesthetic qualities in objects
and events, the creative process, and aesthelic

response. “' i n,

Itis our opinion thatthe curriculum described in
this book possesses these characteristics,

‘Barkan, et ;11”'(;}::‘%!!(1;:5! pp, 1-2

RIC

*educgtion curriculum. /
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'aeslhﬁlm EdllL'ﬂluﬂ f1nd=5pemhes gnals fnr a mtal
elementary program in aesthetic education. We begin

! V\hth a disc u%smn Uf whdl dESlhEhL Edumhun is, andiher

clﬂblhﬂ“( educapun the sources crf ccmtent thp setection
of content, and the placement of aesthetic education’in -
the slementary school, The: introducigry portion of. the
ook ends with a discussion of the godls of the agbthetic |
) |
hg cyrriculum is divided into six levelsiof
mstrummﬂ kéyad to studenld from kindergarten through
sixth grade. Then the text outlines unit by unit the forty-
four lﬂ'%}’[l(‘ tional units that make up th 'urrlﬁulum

J
Each unitis presented in tefms of its corttent aﬂpd instruc-

tional strategy. A list of concepls and objectives is
provided for each unit. Followjsgithe description of the

curriculum units is a generalfiscussion of the role of
aesthetic Edumﬂ'iun in the elementary school. The text
ends with three case studies in whic }\ththr% describe

‘ huw aesthetic education wnrkpd in three different class-

room situations.

[t should be noted that each of the units described
here has support materials that have been developed
and tested. The published units are available commer- -
ciallv. However, we lrave not itlﬁmptfi(l to.descri hF all of
these malterials nor all of the dctivifies and teachin
strategies applicable to each umlulms—.lrurtm b ause

of space limJations.

This curriculum represents an innovation — it is
the first gencral education approach to all the arts at the
elementary level, The curriculum uses all the art forms
— dance, film, literatume, music, theatre, and visual arts
— as its content base and integrates this type of subject
matter into an area of study that fits itto the general
organization of the elementary school. We hope (hat this
book presents the aesthetic education curriculum in a

¢ way that will be useful to its audience,

/
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WHAT IS AESTHE"C EDUCA‘"QN? - tion" as compared to "aesthetics | is relatively new,
¥ Aesthetic educationrits simplest form is learning. There are references in the Encyclopaedia Britannica'to
how to perceive. judge. and value ’wrlthelu 1l “h‘” Wi aesthetics and education that date back to the.turn of the
now o percejve, JUAge. and value aestneticdally whi t} U S T SR I T ]
come to know through our senses. What kinds of things century, Aesthetic ecucation, however, has y ?hmtpr
do we experience through our senses? Well. things like history, Thumas Munro in Art Educatjon; I!Jhx!nsuph;
i\
seeing th[ﬁlghl and tnlcfr in o French Im m.%lmit . and Psychology; a collection of his essays published in
3 i
l 1956, gives a comprehensive definition of the term that
painting or gn autumn sunset; hearing the high-schaot ol 0 drs of hi kin the field.
: e ‘ v stlorte enme rantvtive visadre “1e (A < |- .
marching band or the sounds df a summer night; smell- reflects some twenly-live yedrs of his work In the lield.
ing, touching, and tasting the apples and cheese froma In the context of elementary and secondary
picnic basket or in a Dutch still life. Whether vee recog- Vschools, however, aesthetic education has a contempo-
et L BT @ LA Gt AT b ARG R WLTLLOE . 10 g
nize theseé kinds of experiences as partof our evervday ~rary history daling from the egrly 1960's. It was then thal
lives or view them as part of “art" or “culture’ and {ar the posl-Sputnik rush to "mpha%”p science (raining in
removed from the husiness of living, experiences like the schools heightened the doncern of many educators
these are, in fact, at the core of human existence. All and scholars over whal they characlerized as a missing
beings have similar aesthetic experiences: we respond * dimension in education. Morris Weilz characterized this
naturallv to them in the environment as well as in the deficiency as "the lack of recognition of the importance
works of artists. We all, adults and children, have and of the arts and all of their potential in the normal educa-
will continue to have aesthetic experiences. Just watch lmln Dl_lhe, r‘_:h]l,fll‘ The term ‘}E’Sthemj ‘-”—1‘_-‘-,&“-“39 was
an infant respond to shadow patterns on the ceiling, or a coined [.U n_lgnh_f};' lh{f! means of QD”FGI%HE the deflméncy.
small child react to the snap and crunch of autumn Aesthelic education is now used to designate the area of
leaves underfoot, and then reflect on how many similar the curriculum thal addresses itself to supplying what
pleasures we search for in out own lives. Learning to these educalors sensed Chlm':e" were missing — the
recognize and appreciate the aesthetic wherever it exists chance to learn how to experience, judge, and value the
allows us to enjoy the full measure of our humanity by acsthetic in their lwr% ' o -‘
dew;ln ping the capacities of both our minds and our | Progressing from a general agreement among
SeNses. | humanists that children were being shortchanged to a -
But whal precisely is aesthetic education in the curriculum development effort as sophisticated as the
contextof the educational process that develops through ; EMREL Aesthetic Educatidn Program was not a simpe
a currjulumin a classtoom? The term “aesthetic educa-, linear process. A lot of time and thought were devoted to
' “what teaching for the aesthetic ought to be. This effort is
“Thamas Munro, Art Fdueation: Its Philosophy and I%}'Ehﬁli’]g}’
(Indianapplis: Bohbs-Merrill Ca.. 1956). p. 3. Munro describes
aesthetic education vary comprehensively as the de wlupme ntof -
acsthetic abilities in relation 1o all kinds of objects, including nature,
man, and all of man's products as well as the arts, Ina narrower defini-
tion that focuses on “the acst} “he refers ® “instruction in the
i © perception, use, enjoyment, and eriticism of works of art rather than in
sdechniv ws of production and performanee,”
hurris Weity, 5o, What Is Avsthetic Edueation? " in Report of the
Awvsthetic Education Center, ed, Bernard 5. Rosenblatt (Washington,
D.C American Theatre Association, and St Loiiz, Mo CEMREL; Inc.,
1472], pp. 94-95.
) 3
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described in other places. ' However. the resulfs ok the
process can be presented in terms of spme statements
about the nature of aesthetic experientes that can be
applied to education’ These statements provide lits
‘theoretical framework out of whic b the Aesthetic Educa~
tion ngmm operates, although lhpv don't represent.a
theory of or formula fonmesthetic education in the
sense that Einstein's theorv of relativity is repre-
sented by MC-. ' :

Let’s begin with a discussion of the nature of
aesthetic experiences. Most of the peaple working in this
area agree that the aesthetic experience is one that is

“valued intrinsically: itis an experience that can be
valued for itself, an experience requiring no practical or
functional justification for its existence. We don't search
for or hold onto aesthetic experiences Mecause they help
us earn a living or get ahead in life or make us smarter or
more altractive or thinner or fatter. Involvementin ang,
dfj‘%lhf’[lf‘ e‘:;pprwm e, whpthpr itisin lerm Di ll%hﬂnmg m

\r"l

cancart h”i“ p rfr;nrmmg w1th the Buamn ‘jym 1han;v._ or
producing a clay pot, carries with it the desire to sustain
and feel the full impact of that movement for its own
sake. We value aesthelic experiences because (he v are
Ufi"ilhb tic. - _ ,
“The way in which an individual perceives the

ohject or event is an essential characteristic of the
aesthelic point of view *helping to distinguish aesthetic
perceptions from other modes of perception and
aesthetic values from other values. lurvmn‘mh' the
aesthetic perception of a painting requires ug to view its
shapes, textures, colors, and other inherent visual
elements and to interpret them into a whole conceptuali-
zation in which visygl stimuli are converted into other
sensoey images. The extent to which we can interpret
‘these stimuli is a function of knowledgeability and prac-

‘Fora complete discussion of the curriculum developméant effort of the
CEMREL Aesthetic Education Program, sag The Aesthelictducahon
Program: A Reporton the Aceomplishments, 1969-1975 (51 Lowis, Mo
CEMREL, In¢ tinof the Council for Researchin Music

 Education no. 43, a special issne devoted to the Aesthetic Edueation
Pragram.

EKC v
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Thns kind nf perce;ptmn ha% n@thmg ln du wnh values
extrinsic lo the painting as it exisls on its own, such
values as how mugh itis warth, how large itis, how it
fits into the history of art, ar whether it w111 go
with the draperies, .
Aesthetic.experiences vary in their intensity, apd
the variety is related to the quality of the object or event
that sparks them and to the capability of the perceiver to
evaluate them for what they are. A play written,

‘performed, and produced by the neighborhood children

r’ln stimulate an aesthetic.experience. King Lear can do
the same thing. The quality of the college freshman’s
response to the play,however, differsin depth from tha
of the professor who has studied and taught Shakespeare

: fur a llellmE Berau'%e;awe can lFarn to enhance the

we come bat:L o the cancept of aesthelm educatmn.
The “education” part of teaching for the aesthelic_

“means helping people learn how tg perceive, to the

fullest extent of their capabilities, the integral relation-
shnp e::sclstmg hetwean th fnrrn uf lhe EXpPl‘lEI’lLt}: and its

' Art As Exper:enae Lharactenzes lha wmrk of art as’ sub-

stance so formed that it can enter into the experiences of
others and enable them to have more iniénse and more
fully rounded out experiences of their own.” * He states

“thatitis only through these kinds of individualized

experiences that the art product thuly becomes a work of
art. In other words, a work of art “happens” when ,
another human beingintgracts with the form and content

-of the artist's experience. The goal of aestheti®®ducation

is to increase the quality and quantity of these interac-
ti[’lﬂ‘i — the gml is rea(’hed hv tearhiﬁg far the fiPSIhEtiC

/

i

‘John Deway, Arl As Experience (New York: Minton, Balch and Co.,
1934), p. 109,
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perception, pravide aesthetic F‘XPH‘IPHCF ‘;md enhance education deals w1th broader con E—zpt% and topics than
awareness of aesthetic values. T anvone of the arts dlb(;l[?ll!’l&h, concepts and topics
Now that we have said something ;ﬂmut that such as point of view, motion as a phenumenon in the

‘aesthetic education is, we can sav what it is not, f ich ig ~environmentand in art, 'f%ld the role of aesthetics »
also helpful in ¢learly undPrammhng what ig lr‘l\.fcf‘ni Ld in in the environment. ‘

such an innovative curriculym idea. Aesthetic educti\ n . . Educationfor the aesthetic, berause it goes
is not a course in aesthetics for children. Aesthetics, th beyond thp limitq of any %ingle disci-plinp and relate'% to
ph]lusﬂphvaf aesthelc phennmena is taught primarily ™, the full range of human expesierices, is a necessary

1,

in universities as a branch of ph]luauphv and is not ’ "(*57‘3"-\; of lhc—z ge nvral Pdncatmn Df gvery Lh]ld ( un%equpnllw
directly related to the education of the child. Nor is . aesthetic education deserves a plat.e in the basic general
aesthetic education a discipline in itself asartand music ~ Jveducationrprogram of every elementary school. The
ate. Itis notintended to replace studio art courses, s dresign of the curriculum described in this book requires
instrumental instruction, or music theory, Although the thit aesthetic education occupy a prominent place in the
arts do provide examples of aesthetic phenomena for the sehbol program as a recognizable area of study compa-
cuericulum, aesthetic education is nota course in art mblé‘lu social studies, science, or mathematics.

history or music appreciation or dance historyoran . An important characteristic of aesthetic education
interdisciplinary arts course. Nor is aesthetic education is its applicabiility to general educational goals. These
meant fo F&Pld”’ any of these subjects in the schools. Dutmmes go far beyond the-initial appreciation on the
Enhancing the role of the aesthetic in students” lives may < part of student and teachet that the aesthelic is some-
lead them to fifrther study in these areas, however. [hmgjgvful and satisfving. The compatibility of goals can

Aesfheﬂc EdeGﬁQm An Area of Sﬂldy | F%:_d_e_monﬁlmtfzdm many ways. An approach to learning

3 o 7 yased on aesthetics leads to improvement in basic educa-
o Aesthetic education is an af‘j‘]hﬂf study thyt ‘tion skills — if only because children wapt to be able to
includes the full range D.f f,lesthf_a.!us phenomena, encom- do more with activities and materials they. enjov.
passing all the arts vet different from any of them taken
either separately or in combination.” Aesthetic educa-
tion takes in the aesthetic experience itself {the joy we
experience listening to a favorite piece of music), the
process bv which an aesthetic product is producetd (the
decisions the composer made as he or she wrote the T e T
cognitive skills acquired through exposure to an
piece], the ohject or event (the band or orchestra plaving ho T
aesthetic education curriculum build the students

the music, where and when it is played], and the histor-
capabilities to organize ideas, understand processes,
icaland cultural tradition within which it is produced

analyze similarities and differences, and thev also
{(the background knowledge we use to characterize the anat tdt"t"r p King informed
. T . , {1 improve students’ capacities for making in el
music as indicative ufmghl('i*nth century Hanover ar T L Pé B
twentieth century Detroit). As an area of emdv ”‘%Im[” judgments and decisions. Aesthetic education also
[ encourages development of overall language ability by

Maore specific goals of basic education thatare
promoted through aesthetic education include the dev ef-
opment of visual, aural, and kinetic perception. *

I Aesthetic education, by heightening aesthetic percep-
tion, ericourages students to utilize all their senses. The

“See Harry Broudy, }n!;ghhmd(hsnthmy An Essuy on Ansthetie
Eduention (Urhana, U1 University of Hlinois Press, 1972 for a discus-
sion of the role of gu.afhun perception in general educalion. See cil“f)
. Biigene F. Kaolin, “Assthetic Education: A Role for Aesthetics Proper,
See Stanlev § Madeja, “Aesthetic Education: An Are aof Study,” Art Agsthetic Education 2 [1468), pp. d1-66. Re pxmlz wlin Aes 1fhf ties ani
dyfation, Journal of the Nationab Xr{ Edueation Assusiafion Problems of Education, ed. Ralph A, Smith (Urbana, [L: University of
[P-anmhf F1871). _ Hlinnis Press, 1971), pp. 1461
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(,uur'dgm; students to build theirctitic al language
‘ikl“% to déscribe and respand to a¥t objects and experi-
ences. Aesthelic literacy is an important educational

outcome of aesthetic educetion. PR

¢

The overall relationship of aesthetic education |
and general education is discussed in more detail in
Chapter 4. [n brief, however, aestheticeducation as a
part of genaml education gives students the knowle (i;‘(‘
to make and justifv aesthetic judgments about the arts
and the environment, the ability to recognize the impor-
tance of aesthetic values to the individual and the society,
and the opportunity to participate more fully in a wide
range of aesthetic experiences, all while developing and
refining skills and capabilities that are applicable to the
other areas of their education. :
To sum up, the distinctive features of aesthetic
education as an area of studv are; It is concerned with
the introduction of aesthetic values into ins‘trur‘titm and
the development of aesthetic perception o -aesthetic
ways of perceivingand knowing in %tude'nt% The
aesthetic experience is valued intrinsically (valued for
itself) Lmd the ahility to perceive the form .mrl content of
the experience hecomes characteristic of assthetic™
perception. Because the arts embody aesthelic content,
theyv provide some of the most appropriate examples
, through which to'study and experience aesthetic quali-
ties. But, these qualities exist inall phenomena, gnd.
aesthetic education will help students identifv, describe,
analyze, and value these qualities whether presentin art
or nature. Finally, introduction of the ae %lhvm into
teaching and lzﬂ;lrning adds nothing new to education, it
simply sharpens and intensifies concerns that are
already essential IF: the education of every child.

Q
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WHAT ARE THE SOURCES OF CONTEN!
FOR AESTHETIC EDUCATION?

The phlln%nphv of aesthetics is the ultimate source
of concepts dnd content for general education programs
in aestheticeducation — it is the ultimate conceptual
umbrella, Nevertheless. it is a rather small umbrella
with whirh to cover thP whnle ari% pmgram not tn

ert‘laﬂ dvfmxtmnm .md pmf und 1n51ght5 into lhé ﬁd[UFE
of art are not within the capabilities of many adults,
They are unknown tb children. '

_ Butthe arts are appreciated by all and they are as
immediatély accessible to the mind and eye of a child 4
“they are 1o the philosopher — granted what each “sees”
in his or her mmd seve is vastly-different. The amotnt of
iformation, hbth cognitive and affective, held in the two
minds may be at opposite ends of the spectrum, The
pointis, however, that the initial stimulus (whether
Swan Lake, The Yellow Submarine, The Hobbit, The
Sound of Music, or Warhol's soup cans) is the same for
both. The ability of each mind to judge and value its
experiences is obviously not.

The examples provided by the arts and the content
found in the arts disciplines can be related to students at
every level. " Study of dance, film, literature, music,
theatre, and the visual arts, the methods by which they
are organized, the aesthetic experiences they pravide,
and the distinctive processes involved in the creation
and analysis of works of art — these are all important
content areas{or-aesthetic education. The whole art
waork is the major content source for the aesthetic educa-

for «; immm;, thf' arts disciplines as the base of the
*eurriculum is i sv 8, Madeja and Harry T, Kelly, “A
Curricilum [}i:\.tlu me nt Mu(l [for Aesthetic Education,” G urmulum
caspecial issue of The Journal of Aesthetic

E riur‘utmn 1 [W;ﬂ]
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tion curriculum. for it is the most direct example of an
aesthetic phenomenon. Harking back to aesthetics, the |
context in which any art work exists and is valued
supplies the philosophical dimension of the content. In
this sense "contexy’ does not refer to the historical
milieu that influenced the artist who created the art
work but the whole conceptual framework that philoso-
phers have constructed to explicate and illuminate
humanity's urge to create and value art.

Building on the arts disciplines as the sources for
content in aesthetic education, the next step is to find the
way in which the exemplars can be chosen and orga-
nizad to provide the most effective instructional program
for stugdents. There are and have been manv attempts te
show how the arts are interrelated, and some recent.
writings focus on how these interrelationships can he
generalized to demonstrate similarities and differences
across the arts, " There is little disagreement that this is a
workable context for organizing some content areas in
the arts, but we do not consider it sufficient for.the
complete aesthetic education curriculum.

Intwrbhtinn&;hipq and rrﬂ’lrnnnflliiip: in [h(l ;n‘tf’

hls is sxgmhcum and U‘:-Eflll inan mh;:.nl;:ampl!n;;n}
approach to the arts, it loses substance when the obvious
examples are exhansted. Light, sound, time, motion, and
space are related to most arl forms, but it is evident that
more specific elements, such as texture or color, even if
laheled the same in two different art forms, are not
identical. Texture in music, related specifically to such
aural qualities as tone color, is quite different from
texture in the visual arts, which is related to siypface
qualities in the art work itsell and kinesthetic qualities
perceived by the viewer. Only the word “texture' itself

»
'See Leon Karel Avenues o the Arts (Kirksville, Mo Stimpson
Flihlishing Co 1966 ) and Geraldine Dimondstein, Exploring the Arts
with Children (New York: Macmillan Publishing Co. 1974] for
sions of programs that exemplify this manner of organizing content.
*See Madeja, " Aesthetic Education: An Area of Study,”

- ERIC
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provides the link, an obviously weak one.

So it was apparent that designing an aesthel]

education curriculum based solely-on the 1nle‘srrpl,1r u

H()ﬂ%hl[]% in the arts was conceptually chmgesrmh 'Tht
di

nnulhe*r In certain instances in &.pl[P of the unlqua Hdﬂlrﬁ'

anil characteristics of each, but a forced synthesis nf th
.1r[s 1nlu an area nt slu(lx calle d ;lf‘%lht*ll(‘ Pdllfjall(}ﬂ l'%

are EuntepnmllySmm(l. ‘
' The obvious solution to the problem of interrela-
tionships and singularities of the art forms was to
mmbiﬂf’* two appraarhese régard thr‘* arts (]i%cirzliies as
ex )ldlnﬁd in terms of thenr umqug L]LdllllES and Dlhe,
times by their interrelationships, and assume that there
are concepts found in philosophical aesthetics that can
beused as organizers for the general content base for an
aesthetic education curriculum. The interrelatedness of
the arts or even the juxtaposition of unlike disciplines
can be presented on the hasis of siich existing art forms
as the happening, the film, the theatre performance, or

the environmental sculpture, all Df which (fal witha

natural synthesis of characteristics of two dr more of the
disciplines, !
In a comprehensive aes thehu education curric-
ulumitilizing all the arts, the community with its

siplines exist as individual entities hecause of . ; a
lll‘a“ﬂ( ty different gontent. They do relate to one. . * Q.




- parts of the urriculum. Since aesthetic educationjs —

noone can deny that Picasso painted ¢

1]

cultural resources is another source of rnntpnt far the
total program, The artists, arts and cultural institutions
and organizations, and the community itselfare intéfzral

concerned with students’ daily lives, the'aesghetic (]lld]l—
ties of the particular place in whichghey llw are also of
major importance to the curriculum.

How is the content selected. then, once the general
sources are defined? The process is relatively straight-
farward when it relatf‘% si‘m‘alv to thp hi;tnric;xl dPVf‘]n;’r ~

_he Remlﬁacmw pdlnlE}l‘S p[BCEdEb a discussion uf
Ef}ﬁ’lﬁﬁti(‘;ism and follows an examination of Gothic
architecture, Selection is more arbitrary when the
examplars are to be used for aesthetic education and the
primary consideration is not necessarily to impart a
sense of the "wav it was.”

We can all agree on some overlying concepts such
as "all things have aesthetic qualities,” but the argu-
menis over curriculum content are phrased in terms of
what film or symphony will be used as an éxample to

teach this ¢ oncept. Curricilum decisions about content

are made on the grounds of appropriateness and are
sometimes arbitrary. Conflicts develop when the choice
of exemplars runs counter to local attitudes or values;
there are usually few disagreements over the truth or
validity of the concepts or skills involved. For example,
Guernica, the
mural that depicts the destruction of a town during the
Spanish Civil War. One could guestion, in terms of a
local value system, the appropriateness of showing this
work of art to elementary students; the argument can be
made that because the painting exemplifies violence and
condemns humanity for its inhumanity, it is inappro-

© priate for voung children. The question here is a ques-

E

tion of value, and a school. teacher. and community must
determine the answer hased on their situition. Guernica
exists and Picasso painted it — this does not change,

)

S
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WHERE: IS AESTHETIC EDUCATION
TAUGHT IN THE TOTAL CURRICULUM?

The design of the aesthetic education curriculum
and even the content selected will vary according to the
partic ular seltln;{ but, however the curriculum is put
together, the following questions have to be answered:
Where should-aesthetic education be taught within the
general education program? What are the long-range
goals? How should the basic curriculum be organized
and its content sequenced? .

A pressing practical consideration in designing
any curriculum, particularly an innovative curriculum,
is to determine where the content should be taught. How
will it fitinto the context of the school day or school
vear? The question of allocating a time and a place for
teaching what is considered a new subject area has to be
resolved hefore effective curriculum plannirg can take
place. An analysis of the existing curriculum has to be
made and an entry point for aesthetic education deter-
mined very early in the planning process, The following
paragraphs discuss possible entry points, but ihPrF are
certainly others that would be applicable to specific
school situations. ,

The most direct way of inserting aesthetic educa-
tion into the curriculum is to treat it as an area of study.
The area of study concept for aesthetic education
requires that an allotted time slot is given over to
aesthetic education on a dailv schedule. All the arts —
dance, film, literature, music, theatre, and visual art —
are brought together to provide an arts component for
the general edueation curriculum. A similar organiza-
tional pattern is currently used for teaching social
studies, the sciences, and language arts, [n the simplest
terms, thv area of Etud.v rnncept means that approxi-
teaching day is reguldrl\'

JE\JDted tn zl{“}th('“( F‘dllﬁdlmn
The CEMREL Aesthetic Education Program has
designed the curriculum described in this book as an



area of study requiring instruction on a daily basis al
each grade level. We helieve this to be the optimal plan;
gwen ll’re bFst af all pnqslble warlds thl& is hnw we wnuld

nalwe mpthnda Df slruuurmg aegmém% nf the Lurrlrulum

are also possible,
In another option, aP%thf‘ﬁE education can he
ﬁ‘F‘E} PCl 4s %Ppamtv ared nf atudv Whllt‘ desthrﬂm

earh demgnateddrm nhtudv llﬂl[':di‘ﬂ ddded whnrhnm .

be described as the aesthetics of language, the aesthetics
of science, and the aesthetics of mathematics. This
option would require a major readjustment in the
elementary curriculum and a total commitment on the
part of the school to restructuring its general educational
program. Another alternative is to design a separate
coursg for each arts discipline plus discrete aesthetic
education units within the other non-arts disciplinesto
make up the total education program of the school. This
liffers from the first option (teaching aesthetic educa-
ian as an area of study) in that aesthetic content is tanght
within the %Pp‘arate arts courses throughout the school
week rather than as an entity in itself. Separate courses
ndance, film, literature, music, theatre, and visual art
are offered as part of a total general education program.
Jecasionally, ln[Fl‘dthIpllIdl‘le‘l‘i units labeled "aes-
hetic education’ are organized around concepts that are
ommon to more than one art form. Given the organiza-
ion of most elementary curricula, this alternative has

he disadvantage of consuming more of the school

lay and is not as workable as the previously described
plions.

Yet another option for aesthetic education treats
he content solely as a partof other disciplines. Units
uch as the aesthetics of language. the aesthetics of
cience, the aesthetics of the arts, and the aesthetics of
nathematics are taught within the context of existing

subject areas, and no separate t_im'e slot js allotted for
aesthetic education, o

No matter which road is taken, the first step of the
journey is early discussion among all parties re%pnn%nblﬁ
for lmplemanhng the curriculum. There must be a
general dgréement on where aesthetic education will fit
into a given school situation, as the option chosen will
directly influetice the amount'of material which can be
presented within a given grade level.

We feel strongly that there is a note of caution to
be sounded in determining where aesthetic education
will be taught. We believe there is valid content within
the aesthetic education curriculum that cannot he
submerged in other disciplines without losing its integ-
rity. Although we certainly would agree that aesthetic
content ought to be recognized in other areas of study,
wiich as science and mathematics, there still is something
unigue about aesthetic concepts. This uniqueness is lost
wh&n avsthetm content does nnt have its,own 1dc—:nmv in-
areas Df Sludy :md even, umntenh[mdlly %ub\zerted hv
other instructional goals, the instructional 1 program may
fail to capture the essence of aesthetic education, and the
unique q‘mlitiPS af the aeqth"etic PKpFl‘iEﬁLF will be

Lurnculum.

Along these same lines, it is important to realize
that the same aesthetic criteria that are applied to any
phenomenon must be applied to the aesthetic education
curriculum, as in this instance the curriculum is the
phm‘mmenun "md it must F'{Pmphfy hF‘ aesthgtm quah-

settmg in the;- clgnssrunmi the lEd_LhEI‘ 8 athtude toward the
curriculum, the *'design’ of the materials used for teach-
ing and ahave all the feeling of joy and pleasure on
tf}x[)i:rlen(;ﬂ. A nun=aesthatic curriculum cannot teach
aesthetic education. u
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What is CEMREL's Aesthelic Education Program? K classroom teacher. The materials and the content of the

From the beginning we regarded CEMREIL's Aesthetic
Education Program as a provider of curriculum
resources for the elementar} grades at a national level.
As a consequence the Aesthelic Education Program
made curriculum decisions not only in light of the
arguments posed by theorists, but also in light of the
social and educational responsibilities dictated by its
national constituengy. The method of curriculum devel-
opment and the mod®l for the development of resources
employed by CEMREL were based both on theory and on
practical needs. Curriculum development was accom-
plished through the efforts of a consortium of talent
drawn from many academic areas and from the world of
working artists, The curriculum development model
used by the Aesthetic Ediication Program is described in
several places.’

CEMREL's aesthelic education curric ulumis a
comprehensive approach to aesthetic education using all
the arts as its content. This curriculum is unlike tradi-
tional arts programs, however, in that while it also
provides students with the opportunity to engage in
performance and production of a variety of art forms, it
does this in the broader context of perceiving, (ndlmng
judging, and valuing all the art forms as exemplars
aesthetic experience. In most, although not dlli E:[Emtf—k

tary schools, arts programs are confined to “art” and
“music,” and perhaps some “dance.” often as a-part of
the physical education program. CEMREL's aesthetic
education curriculum introduces each student to dance,
film, literature, music, theatre, and visual arts as experi-
ences thal can enrich each of their lives.

Although all the art forms are at the core of the
curriculum, it is designed to be taught by the generalist

Fducatinn Program; A Report on the Accomplish-

- menis 19691975 (51, Londs, Mo CEMREL. Ine.. 1976), ; tulletin uf
the Couneil for Research in Music Education ne. 43, particularly Shiren
Bocklage and Nadine |, M “The Curricuhim Development Gante
as Plaved by the Aesthetic Education Program ™ Betty Hall and Patricia

Thi drnau, "Formative sation in the Aesthetic Eduication

F’rﬂ{g am” dl‘ld deu l"u%hnvt Hugr nstos .m(l Alhe it eHl anc, "The
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currictilum },t-ake into consideration the situation in mest
elementary-classrooms where a generalist has some, {f~

‘not all, of the responsibility for teaching the arts,

Cammemﬂ% fmm téathérs Dfien réfer to the fact% thﬂl

film, lhey ff;],l cmmfurlablt; [eachlng lhe.unlla and they ”
and the students learned together. However, the curric-
ulum design does notignore those elementary.schools
where personnel trained in the arts have responsibility
for teaching or supervising teaching in one or more of the
arts. The teacher who is specially trained in the arts can
also use this curriculum as a comprehensive arts K
approach to all the students in the elementary grades.
The division of teac aching responsibilities between gener-
_alist and arts specialist will be unique to eachschool
huﬂdmg and this curriculum was designed to accom-
modate the variety of staffing patterns,

HOW WAS THE
CU&RJCU].UM DEVELOPED?

The general goals of aesthetic education, plus the
conceplts and instructional strategies developed to

-express them, form the foundation of a-curriculum in

aesthetic education. However, in the past, a “take all or
none" attitude toward curriculum components has
”UWE‘d an 15()lated m;m Df 1rrevaant or foen%we

even an enlire | program. fhlh hdb been one Df [‘he majk,
prohlems with lhp'implpmenlalian Df new curri(;ula'

an elahnmtelv Sequem“}ed 5y5tem allawmg for wa 1f
any, alternatives when thé program is in operation in the
classroom. The challenge has been to develop a fléxible
“system of instruction, one that forms a curriculum
consistent with the general goals of aesthelic education
but that algc alluws for options to meet situational goals
or commt tv dll(] lel(‘hE:‘[' v.’xluef_ n a %pt:ufu, 5Lh(ml




should be tonsidered !mluguus io d]lé‘[‘ndllw:: paths that

~=r-gll converge op a single place. The aesthetic F‘Illuplll(]n

.curriculum aﬁ?)wa for this klml of flexil ]l]lW

Curriculum developwment, JLCDrillng to the theor-

“ists, may start with the learner; with the society, and/or
with the discipline, but there isno agreement on which is
the best place to begin. The arguments fall into the
chicken-and-egg category. The starting point fo¢ cgrl_rix}
ulum development hy the Aesthetic Education Program
.was detérmined by CEMREL's responsibilities as a
national educational laboratory. * Becanse the United
Stalesisa diver%ifié’ﬂ mtim ;nd ihP e;rhan]e, are lm’.all’v
pn]mml qurdtmndl ;m(l sucml mikt’ -up. A grmt
varietv of opinions and values exist among school
systems, and deve l()prm: tof curriculumedesigns tailored
to each school sefting is impossible. However, curric-
ulum developers of a nationally-targeted program can
define content and develop materials which suggest
grade levels and strategies for instruction, even though
they cannot anticipate the value decisions of each
community nor determine what will be taughtin its
schools. Thus, while itis difficult to build any curriculum
on a national level founded on the society, the discipline

self is relatively unaffected by ethnic background,
geographical location, and community values, [t seemed
log ral that the starting point for a curriciilum with
natmnal commitments should be the discipline, and for
aesthetic education this meant the arts, With the arts
disciplines as a starting point, the society and the learner
hecome the context within which the curriculum oper-
ates. The specific task of the curriculum developer is
always o adapt the content, be it auto mechanics,
macrame, or aesthetic education, to the learner. The
learner defines the level of and strategy for instruction;
and the sociely (in most cases, the local community) .
provide the value structure within which thp curric-

ulym operates.
/
i
j{")Ft Stanley 8 Madeja and Harry T. Kelly, "A Corric ulii Develop-
ment Model for Aesthetic Edue " Gurriculum and Aesthetic
Education, a special issie of The Im_J.rnul of Aesthetic Education, 4
(e70),
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WHAT ARE THE GOAI(.' 5 OF
THE CURRICUEUM?

In the previous chapter we d u'qsed how the
goals fur aesthetic education were consistent with the
goals of general education, The re:l n'?.hlp between the
two sets of goals is very lmpgﬂ\lm as it provides the
hroadest possible base-of justification for'the curricylum
and reinforces the lff;a that aestheticeducationis

general, not specidlized, education, ﬁ
The goals for the aesthetit education curriculum

can be stated as broad general goals fof aesthetic educa--

lion as an area of study irf the elemeitary school * '

W demonstrate to studenis that all phennmena in
our environment have aesthetic qualxhe% and to
hmghlen their capacity for rec ();;-fnmmrﬁ ana}wmg

nd experiencing these L)lld]lll!"%

to demonstrate to students how:t .ﬂrtsr:@nlribute
to the aesthetic conditions ofsbur environment:

to assiststudents in discovering similarities and
differences among the arts and, by these means, to
enhance their resgfonses to desthetic qualities in
each of the aris afd demonstrate that all the arts
are pntpntinl S(]UI‘[‘ESDf aesthétfﬁ étperience;

aesthehc int ‘u—ﬂura. suf;h as the Lreallve or c,ritical ’
processes; '

fo intrbduce students to a wide range of views
“about aesthetic qualities so that they develop their
own criteria and dhlll[\f for making aesthetic
]udg ents; :
to demonstrate theimportance and relevance of

aesthelic values to thE individual and to %Qmatv

HOW IS THE CURRICULUM SEQUENCED;

The design of the aesthetic education curriculum
is hased on six series of instructinnal units which are
related to grade levels, kindergarten through sixth grade.
ﬁil[‘h qerips of unils fepra*niq content frnm a partiru]ar

"’n'. .
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fiedwery early in the developrient of the surriculum as a
means of pinpointing key eontept areas iJaesthetics afld
the drts, and as a mechanism for identifving a progres-,
sion of conegpls gelated to the students’ developmental
level and grade level Although noné of the centers of
attention is necessarily tied (o a specific grade level, the
total curriculum is constructed Yo parallel a child's
ability tg deal with thé content and to apgtoximaté

*roughly the organization of a typicil elementyry school,
I many ways these are arbitrary declsions, and the
school br the teacher may find it necessary, or may
choose, to adapt or (:haﬁgg;_LHe sequence of units. Since
kindergarten thaswgh grade six actually includes seven
grade levels, and the'curricubum is divided into six, the
need forsome adjustment is immedidtely obvighs. The
forty-fopgunits, ficwever, coMain mage than ehaugh
content fo isajs[uin séven vearsof instruction, .

+The curriculum is bracketed by aesthetics in the
context of environment. The students begin their study
by becoming awaré of the aesthbtics of the very imme-
diate world in which they live as children of five or six,
and they conclude with aesthetics in relation to the total
environment. Throughout their progress through the
curriculum they work with the arts continually, learning
more about them and becoming more and more literate
in the language of aesthetics. Although each curriculum
level concentrates on a different theme, students use
more than oneof their senses to identify aesthetic quali-
ties in any given unitatany level. They are continually
nalyzing and synthesizing the processes of pegceiving
and creating art objects and events. ‘ |
The six centers ¢f atlention which were developed
into the six series of units are: -
Aesthetics in the Physical World
Aesthetics and Arts Elemerits
- Aesthetics und the Creative Process
Aesthetics and the Artist
Aesthetics and the Culture
Aesthetics and the Environment :
Aesthetics and the Phyvsical World, Level 1 of the
aesthetic education curriculum, emphasizes that all »
. ’
: "‘\\
Ic o
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things in thegenvironment can have aesthetic qualities
and helps stndents recognize he aesthetic potential of
hasic phenomengdike motion‘and light Resthetics and
Arts Elements, Level 2, allows students to investigate the
art forms and experience them through their parts or
elements, such as shape in visual art and conflict in
theatre. Aesthetics and the Cregjive Process, Level 3,

* changes the emphasis to the students’ ability to organize

-

and arrange the eleménts of the art forms into a siructure

#rmethod for completing a’'whole work of art that meets

thetr own aesthetic criteria. For example, the students
arrange taped saundfa‘in 0 @ musical tomposition, or they

select and arrange inciflents, characters, setting, conflict,

crisis, And Resolution into,a dramatic plot. -

Levdl 4, Aesthetics and the Artist, introduces

and the source of his or-her ideas. This level differs fram
the earlier levels in that students are now concentrating
on individual artists and their role in the creative )
process, Level 5, Aesthetics and the Culture, investigates
aesthetics in several cffltures, examining the effect of
culture on aesthetic values. This series of units, each of
which concerns a different culture, allows the students

studa%ﬁts to the individyal-artist, the way he or she works,

the arts and aesthetic values of a culture. Aesthetics and
the Environment, Level 6, investigates the aesthetic
qualities of our environment as it-expands from our own
personal space to include the community and the whole
wide worldefthe environment of imagination, In this
level of e curritulam the students will aghin examine

, ethe individual units — the curriculum
is described here as its developers would implement it in
their own school given the best of all possible worlds.
Therefore, itis presented at a level of specificity chosen
lo give readers a clear idea of the total range of content
and the sequence of curriculum‘units, level by level and
unit by unit. for students from kindergarten through
grade six. ;

Trdior a
ston of the curriculum as a wholea

*
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v ‘ . o Thm;ﬁapter describes the six levels of the
. ( aesthetic education furriculum and the forty-four curric-
Gt ulum umts Fu‘st Each level of the n:urrmu]um is

; , defines its content, Then, each curriculum unit is pres-

L * ented in térms of its specific content and objective: pd
R e its accompanyinginstructional materials are listed'”
o Because of spage limitations, however, individual =
lessons and 5pe¢‘:1f1c activities are not gf\ren for each umt

, Within'each level of the curriculum a part:culﬂf
f sequence of curriculum units based on the ar} forms s, k
| | recommended. These sequences are illustrated on charts
and accompanied by suggestions for related student
activities with artists and the community. The concepts
- and outcomes for each level of the curriculum and the
. o , o ;o ~ concepts and objectives for each unit are also listed.
Figure 1 represents the curriculum units by level
and center of attention. Figure 2 indicates the artforms -
from which the content of the individual units is drawn.




Figura 1:

. .The Aesthetic Educnﬂnn Prggram Cumriculum Unlfs by Level

ﬁnd Cenfer af Aﬂenﬂﬁn

LEVEL 1: AESTHETICS
INTHE PHYSICAL
WORLD™

* Introduction to Space Part and Wﬁnle ‘

Introduction to Lighit Texture |

Introduction to Sound Shape -

Intm&uctmn to Mc:tmn , _ Tone Colot

’ Rhythm/Meter
* Soundin
‘Poems and Stories

Characterization _
Dramatic Conflict -+ .-e..
Non-verbal Cnmmumcatmn
Setting and Environment
Movement '

LEVEL 2: AESTHETICS
AND ANTS ELEMENTS

LEVEL 3: AESTI-IEI'ICS
" "AND THE CBE;ATIVE
PROCESS

Examining Point of View
Arranging Sounds with

- - Magnetic Tapea

Creating Pafiterns of
Duration'and Pitch

Creating Word Pictures
Relating Sound and Movement
. _Creann’g Characterization
'Cnnstructmg Dramatig Plpt
Forming Movement Phrases

Creatihg with Snunds ansd
" Images "

By



i & &
Bl :
2 : =
4 . 6.
i == R HK
= _ I — _ Y _
t
.
I
.t '{'i

EVEI. 4 ESTHEHCS

g
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. Cntlcs ) ' R
Writers
Composers
Visual Artists.

. Choreographers

Actors

Architects

| Filmmakers

I.EVEI. 3 AESTHEI’ ICS

~ AND THE CUI.TUE

The Umted States: An’
Approach to Aesthetics - -
The First Americans; An
Approach to Aesthetics
Mexico: An Approach to
Aesthetics -

- The Yoruba: An Approach

to Aesthetics

The U5.8.R.: An Approach
to Aesthetics

Japan: An Approach to
Aesthetics

" LEVEL 61 ASTHETICS

- AND THE ENVIRONMENT

'"Environments Are Places
and People Together

Sensing Places

Mgving Through Environments
Ynu and Your Place

Cities Are ;. .

Imagine a Place

“




F!gung - )
The Aris in the Aesfheﬂc Educaﬂan Pragram Currlculurn by
 Level and Unh P e £ |
i - 2
* oo Dance Fllm LllEl"Ellll‘Lbﬁ? Musig ThEEtE‘E Visual Arts
- LEVEL1 Aesthetics in the Physical World ‘ i
Intraductldﬁ_tﬁ Spaﬁ_e_ T i o T 7_ . _7_ - ., s K o 5 Qf | _ l
Intmductmn to Light ] ] e )
Intruductminitgéguga_ o o * . 'Sl 0 ' N
lntruductmn to Monnn T o ] l B 71_ - . ;7 7 o fji !
LEVEL 2 Aesthetics and;;l; Eiéments 77777 7 T C
Patandhole. - e 8 ° e e e
Texture’. _ N e
Shape;w* o T - R _ e *
“Tone Color T T . e T
Rhythm/Meter o - o . e o ] *
Sound in Poems anE_Sl_a%l_es - T Y - 7 - B T
i Ty
Dramiatilﬁiﬁcjnfhct _____ . R o o ) ) o
Non- Verhal Cnmmumcahﬂn o o o [ - [ T
SE&Slﬁ_g:aix}id_jEnwmnmieri!t:i o ) T o 7_; o ) I B
] Mﬂ‘ement [ o
L_EVEL 3 Aesthehcs and the Creatwe Pracaﬁ;s -
E;é;nlnlng Point of Vlg\;vt;ﬁ o ¢ 7_7! 7; e :7-—} | ;1
Arrangmg Sﬂu_nds swith Magnetlc T apF'% ] T o Y T N
Creatmg Patterns of Duration and Pitch T o ) Lgi B B )
Creahiné Wnrd Pictures T - ri_ T _‘ _ o . "
Rela}x}zg Sound and Movement o ) B e T
Creahng Eharactenzatmn T | o B o B
Cunsfructlng Dramatic Plot ] _“_7_ T -
Furm{ﬁé Mﬂvemem Plin:aiseisi N o 0 IR - o
T 7_;7__ ] 7; L o ¢ o




1 , . ,
4 ;7—.\;' |
i ! N g \

— ~ Dance Literature Mus:n ) Theatre Visual Aﬂs_
LEYEL 4_ Aesthglics and the Amst ' ' . o
Critcs = — '7 i T - . f. — 7; I _C_ _
Writers ' - ' — -
Gnmipﬁéérféi E R T
\hsugl Artists T — —
Chnrengraphers T ': T e _ o f
" Aclors B - :_: " ' - — —
Archlter:ts ;
Ellmmakers B T — - ~
LEVELS Aeslh’ehcs aﬁd thé t;iture ' - *i’f — e
“The Umted States Ap Approach to ) Aesthetics ) E . . —
. The First Americans: An Approach to Aesthenrs T 7o — —
Mexico: An APPFDEEhEA_esthetics o ' ’ ' — —
The Yﬂruha An Appmatzh to Ae&thehcs 0’ .
. The U. S SR.An Apprnach to Aesthehcs T "o T s =
]apan An Apprﬂafh to Aesthehcs - - = —— - ; -
LEVEL E AESThE!lEs and the Envlranmgnt T T — ——
Environments Are Places and Péop]éTngether - T — —
SETlsmg Places S — - — —
Moving Thmugh Environments - N — — -
Ydu and Ynur P]ace T R — — -—
Clges Are. T - - —
Irﬁagme a Place - '_ — —

o

-
I

19



" Level 1: Aesthetics in the |
'Ph?iiegl World

Light, sound, motion, and spfce are fundamentals

that underlie aesthetic phéﬁnmena, and each, of these is
explored in a separate curriculum unit. Activities
" encourage students to become involved in such’ things as
creating their own spaces or examining the function of
. light and vision by experienciﬁg them-in playgrcun&
games. This center of attention introduces students to a.
wdy of unifying the aesthetic dimension of thejarts and '~
the environment. The outcomes for students are% Lo
. qugents are familiag with:the physical properties of
‘icHght ) mntian,tsﬂun& ‘and space. ‘Students are aware of

‘the. desthetic qualities of light, mntion, sound and . space,

"!{VStudents Engage in aesthetic encounters with light

motion, gound,  and space. Instructional units <in this level
are appropriate for students in kindergarten and grade 1.

Level .1 Concepts B

1. Space,.light, sound, and motion are phenomena in the
physical world that is the child's environment. -

2. The physical properties of space, 1ight, sound, and
motion affect our perceptions of the phenomena.

3. Space,.light, sound, and motion have aesthetic
qualities ’

ELEVEI 1 Qutcomes .

This level of the curriculum encourages students

1. to become familiar with the physical properties and
aesthetic qualities of space, light, sound, and motion.

2. to engage in aesthetic encounters with 5pace light,
_sound and motion. R

3. to begin to develop a critical language to apply to art
forms and art objects,

4., to begin to create their own art works u51ng space,
.light, sound, and motion, -

Lo
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" The introductjon of very young childrep to
aestheticeducation must begin where they are, with the

# things they know. To.do this, we have designed units

¥

related to the child's immediate environment, units that
exempl;fy the eencept lhat allthmgs in our environment

r_:umculufn we went te helghfen students' awareness Df ’

** theHestliBtic qualities in the environment and in art

" objects, not treat these phenomena in a critical or histor-
. +ical way. Aesthetics in the Physical World is experiential-
“for the students, emphasizing recognition and identifica-

tion of aesthetic qualities within their world rather than
explanation or analysis. The goal of the introductory
units in this level is to heighten aesthetic awareness
through a series of arts experiences with space, sound,
motion, and light, with each experience giving students a
deeper understanding of the aesthenc qualities of the
things arouhd them. !
Aesthetics for the young child is much simpler
~ than fqr thg adult. Young children need very direct
experiences that will slowly develnp their abilityto « .
recogrize and talk about the aeisthetic qualities of the
envirdnment Atthislevel of the curriculum, teacher and
students are glven many opportunities to design with
light, sound, space, and motion so that they can utilize"
their own ideas and develop their abilities. Learning is

directed toward recognition of the aesthetic qualities of

the child's immediate eurmundmgs the ¢lassroom, the

horne the neighborhood, the backyard, the community.: ,

* The purpeee is to introduce the child to aesthetics as a
bulldmg blockin the lifelong process of recognizing the
eest]’ietic qualities existing in all things. In this connec-
tion, the arts are used as the primary examplesof
eesthet:c qualitiesin the child's world and in our world.

Oufcemes

" The outcomes for Level 1 ate formulated in terms
of understandmg the physical properties of space, light,”
sound, and motion, and then recognizing their aesthetic
qualities. Students become familiar with the physical
prgpemes of the four phenomena and how the aesthetic
uses of the four phenomena are determined by their

Q

" explore the sp

-

art forms er{d art DbjEClSﬁ F‘inally the sfudente begin_ to
create their uwn art works using space, hghl spund, and
motion. ‘ . , e

Cancepfs o

Aesthetics in the Physical World mtrnduees l‘he

" students to three basic concepts: space, light, sound, and
_motion are phenomena in the physmal world that is the

child’s environment; the physical properties of space, '
light, sound, and motion affect our perceptions of the - ;
phenomena; space, light, sound, and motion have ,

aesthetic qualities. _ L

Sequence @ .

This level of the curriculum, Aestheticsin the
Physical World, is an introduction to the aesthetic educa- -
tion curriculum, It pmwdEe students with'a highly expe-
riential epproagh to aesthetics and the world arotind
them. The sequence of instructional units is Ql‘gerﬁzed
around the basic environmental phenomena of space,
light, sound,and motion, each of which is treated ina

“separate unit, Related activities with artists and the

community such as those suggestéd on the chart should
be mtegrated into the teezhmg uf each umt The
sludems rnake use of the eestheuc putennal of the
phenomena to enhance theit immediate classroom
environment.

The ratioriale er the sequence ef units in this
level of the curriculum is very simple and straightfor-
ward. In Introduction to Space the students start to
ace around them for its aesthetic qualities,
and they begm to understand that artists use space in
creating works of art. The instructional strategy encour-
ages them to broaden their concept of space from
personal space to an understanding pf spaces around
them, moving from their home to their ne1ghburheed and
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“they investigate how they can use space in similar ways.

Sl e ———— -
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community, all the whlie exploring the aesthetic uses of
space. Various related activities can be deveruped in the
classroom around the concepts of personal spaceand
public space and how we can treat space aesthetically.

~ Finally, the students are introduced to the artist’s

conception of space and, through more related activities,

Introduction to Light, the second unit in this intro-

- ductary level, explores the many functions of light in the

L]

“«environment, and its uses'by artists in many of the art

forms. The students expldre and experience light as.a
.phenomenon in the environment and, through related
- activities, they become aware of light as an aesthetic

~medium, Again the emphasns is on the aesthetic uses of

light and the way it is manipulated in the context of a
variety of art forms. .
Introduction to Sound is treated in a similar

~ manner: an mtrndummn to the phennmennn of sound
through the discovery that sound is all around us, the

.development of an awareness of the aesthetic uses of
sound within the environment, and then exploration of
the uses of sound by composers, arrangers, and others
whg create with sound. At the close of the unil, the
 students @re gsked to respond to sound themselves and to
- use it creanvel\' and aesthetically in their own world.

The fmal unlt in thls lpvpl is Intmductmn to
Studems Are mtrgduced lo the cnncept nf motion w1lh|n
_the environment. They become aware of the aesthetic
"uses of motion and engage in aesthetic encounters with
motion, Then, related activities demonstrate motion as a
part of works of art.

The introductory level of the curriculum is
designed to include a culmiriating activity as a way of
dealing with the four phenomena in a context that is
meaningful tothe students. Because it is difficult for
young children to deal with the term “aesthetic,” each of
the Uﬂits is based on F‘th’i’l‘iéﬂ{.é% that e*i&mplifv thP
ft;l_re. itis v&.ry lmpﬁrhnl that the rulmmatmﬁ aclmty
become an experience during which the students exer-
cise choice and creativity, Teachers should construct this

Q

dctivity as an outgrowthi of the four units of instruction
and as something particularly related to their own class-
room. a _ ‘

The design uf the culminating activity willhe =
influenced by how the teachers have developed the '
related activities with the artists and the community, and
how much they have exparided the existing material

‘within each of the units, bf course, the related activities-

with the artists and the community should correspond-to
each unit, but they should also be chosen to build up to
the culminating activity. One practical suggestion is to
create a sound-light-motion-space environmentwithin -
the classroom, using the classroom as an exemplar of the .
concepts taught durmg the year. The children can create
their own eniyirenment using these phenomena and
emphasmng theu aesthehc qualmes
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- Figured: .~
- Level 1 Related Activities

LR

Tetrodie tion 1o

Muotion =

L T Sy R . :
+ 4. Selectan artist in the community whose work makes use of light and sound or light angd motion, Visi_-_t!
the artist’s studio or bring the artist into the classroom. = * '
- 2. Attend ‘a__muftifnedia presentation that uses spa‘céi light, sound, and motion.
3. Goto a rehearsal for a theatrical production ;znd/or;dance performance, and ask the lighting director to

2

talk about how he or she lights the performance. s

%

4.Go to your science museum and visit exhibits on iig?ﬁl, sound, and motion. _ N

5. Visit a planetarium, view their star show, and visit the exhibits. Discuss with the students the things

in the show and exhibits that relate to the aesthetic qualities of space, light, sound, and motion.

6. Attend a theatrical and/or dance performance, or visit an art gallery where the productions and works

emphasize space. light, soundand motion !

7. Take a tour of a large department store and seek out everything that has to do with space, light,

sound, and motion. s

8. Develop with your students a list of space; light, sound, and motion phenomena in their imzﬂediate

and extended environment. Continue this activity throughout the vear, illustrating examples on a bulletin
board or mural.
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-~ order, form, and beauty; thus it can he aesthetic or used

fion to Space -
Spgce surrounds us; one of our major concerns s -
¢oanize it. Thus, we are concerned with limiting

'éééte and filling it, with having enough space for.comfort

But not so much that we are overwhelmed by it. The

space around fi5 — ils size, its shape, the objects withimit -

and their arrangement — helps form and modify our
actions within a given environment, As a fundamental
phenomenon, space can be manipulated to express

aesthetically. ,

-~ Architects, interior designers, and visual artists
are all well aware of the aesthetic potential of space.
Even very youpg children nieed to become aware of
space'as a phénumengn to be manipulated because of
the incréasing importance of spatial considerationsin @
the'world. This unit is designed to help kindergarten and

first-grade students become aware of these consider-

ations and to develop the beginning of confidence in
themselves as spatial decision-makers. :

The specific goals of this unit are to introduce
students to space as a phenomenon with aesthetic .
qualities and to involve them in working with its
elements of height, width, and depth; to develop in the’
students an awareness of functional and aesthetic
considerations relating to space: and to involve them in
creative problem-solving related to the functional and
aegthetic uses of space.

The activities iri the Introduction to Space unit are
based on a series of game-structured experiences that
require the students to solve specific spatial problems.
They are asked to go on a space hunt, locating
specifically described spaces within their classroom.
Using their classmates as living examples, they discover
the role that distance-in-space plays in perception, how
perspective affects perception and how perspective can
be “artificially” created. They experience the

differences between three-dimensional and two-
dimensional space and apply what they have learned -

about perspective to the uses of the illusion of depth in
the visual arts, By rearranging objects, and themselves,

‘within a succession of different-sized spaces the students

Q

" Unit Concepts

6. 10
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grasp the functional considerations of space size andthe -
role it plays in natural and personal environment. '
Finally, the students apply what they have learned, and
they redesign their classroom as a living and working
space in which for a stated period of time they will live
and work with the consequences of their decisions.
Materials in this instructional unjt include the
following: Teacher's Guide, filmstrip and sound track,
three rugs {large, medium, and small), and packetof *
“shapes of various sizes. - o

o

1. pace is all around us and it has aesthetic qualities.
2, Fixed spaces can be recognized by their shapes and
sizes. - R

3, Two-dimensional space has height and width and'may
have an illusory third dimension. '

4. Three-dimensional space has height, width, and depth.
5. Distance:in-space plays a role in perception.

6. The size and shape of a given space and the
arrangement/of objects within the space affect our
‘aesthetic response to the space.

Unit Objegtives
This unit encourages students
1, to recognize space as a basic phenomenon that has
aesthetic qualities. ,
2. to perceive that fixed spaces can be known by their
shapes and sizes. _
3. to recognize that two-dimensional spacehas heighit
and width and may have an illusory third Himension. »
;;tc:‘rémgnize that three-dimensional space has height,
1dth, and depth. _
¥o hecome aware of how distance4n-space affects . .
enption. o
‘explore how the size and shape of a given space and
the arranfiement of objects within the space affect our
aesthetic response to the space.

&
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Infroduction fo Light o

 Lightisdefined as something which makes vision .
possible, the sensations aroused by stimulation of the
visual perceptors. <~ '

Light permits us td see. Varlatmns in llght intensity

.in cpmbination with the potentials of our eyes determine ’

gature of what we see. Light is fundamental to our

EY

' perceptions. Light or the appearance of light can be
‘minipulated to express order, form, and beauty; thus, it

can be aesthetic or used aesthetically. Artists, well
aware.of the aesthetic potential of light, use it
consciously. Light is a major consideration in almost all

« artworks, particularly film, visual art, drama, and

L3

L3

dance.

Light is used in the creative process in three ways.
Artists employ the first of these when they creale the
appearance or effect of light in an art work through the
use of colors and values. Artists have long used our

* expectations in regard to light conditions to ¢create moods

or to manipulate spatial conditions in their werk.

A second way that artists use light is to take into
account the effect of natural or artificial light on the art
object-as in sculpture and architecture. They determine
the best kind and/direction of light to enhance the art
product they use light/shadow patterns to create unity,
variety; or excitement in the art product and use
reflective, translucent, transparent, and opaque
qualities of surfaces and materials to mndlfv the light
reaching the art ﬂBject

The third way artists use light is to use it in the art
prnducl itself, as in neon sculpture and filmmaking. One
" of the most prevalent amd perhaps most important uses
of light is image projection. Consider the fact that a great
partof our entertainment and information dissemination
comes in the form of television, films, filmstrips, and
slideg'Althnugh in many cases prnjprtpd imagp% hava
cnnsndecatmns — chm;‘eof cnnlent. delum audleme,
approach, visual elements, color, space — play a most
important part in the total effect of the images.

And in the aesthetic experiences of everyday life,

‘those moments when we recognize beauty in our natural

Q
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en\nmnmenf l:ght will often be at the cye: sunhght
casting a shadow pattern through the new- leaved trees of

_ . spring, the light pattern of a city seen at night from an.
. airplane/the excitement of a brightly lighted building,”

the stark presence of glaring sunlight on desert rocks.

~ Through the activities in this unit, the students .
become aware of the connection between light and their
senses, and between light and their ability to move, to
locate themsglves in space, and to perform various tasks.
The students use masks to cover their eyes and then are
asked to perform a variety of tasks: moving about the
classroom, identifying unknown objects, classxfymg
sounds. The students manipulate light sources, using
flashlights, colored gels, and transparent and translucent
materials to produce images. After designingand ~ ~
pefforming a shadow play, the students are introduced to
the aesthetic potential of light in the visual arid-
perfnrmmg arts through the discussion of light uses and
sources in art reproductions. Finally, the students use

" light, color, and motion to create their own moving
- images out of colored water projected through an

overhead projector.

' Materials in this instructional unil mt:lude the
following: Teacher's Guide, filmstrip and sound track,
eye masks, colored acetate rectangles, pads of acetate,
grid sheets, and slide mounts. -
Unit Concepts :
1. Light is a natural phenomenon with aesthetic qualltles ]
that enables us to see.

2. The physical properties of light are intensity,
direction, and color.

3. Light with its properties can be used creatively as well
as functionally.

Unit Objectives

This unit encourages students

1. to recognize light as a natural phennmpnnn with
aesthetic qualities that enables us to see.

2. to become aware that the physical properties of light
are intensity, direction, and color.

3.0 explore the aesthetic qualities of light.

P
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Infroduction to Sound

Sound is defined as the sensation perceived by the

- sense of hearing — a particular auditory impression.
- Sound gives us information about objects and events in

our énvironment, It helps us know semethingis.
happening and glves us some idea where it is happEmng
It provides cues we need to get along safely in Bur world

As a fundamental element, sound can be manipu-. .
lated ta express nrder fgrrn and beauty thus itcanbe -

. 'hlstary c::f mcreasmgly suphxshcated effm‘ts at Grgamzmg

the qualities of sound. Musicians have used natural

- sounds and have also created a wealth of sound-making

devices which exploit natural sound. They have also
created increasingly complex musical forms within
which te explore the potentials of these sound instru-
ments for expfésslng rm;su;al ideas.

-, Before the explosion of modern technology, suuﬁd

could be easﬂy categorized as either noise or music:

_noise, of colirse, having no aesthetic properties and

music smugly boasting all. The advent of quality elec-
tronic sound devices enables the composer to bring
“non-musical” sounds into very musical contexts. Thus,

. the listener, becaLse of various manipulations of

frequency and content, by chance and/or by design, has
become attuned to the music of sounds which in the past
would have been relegated to the category of sheer
noise. No longer are most people bewildered when they
are asked to perceive the music of their own physical

“environments. A city, on any day or night, can supply an

aesthetic listening experience. Think of the sound
sequence of a rainy day: different pitches of raindrops,
the thythmic squish of sodden shoes, the polyphoenic
rhythms of an automobile's turn signal and windshield
wipers, the muted sounds of traffic. Through the
medium of electronic tenhnalugy sounds of this kind are
being brought into the concert hall

1
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The Dverallfgﬂal of the Introduction to Sound unit
is to make the students aware that sound is a funda-

mental elemenCin the.environment with aesthetic quali-

ties and that sound can contribute to aesthetic experi-
ences either'naturally or through the expression of an
artist. The students are introduced to sound as a .
phengmenon inherent in riany objects in their environ-
ment. They find that every sound has characteristic ’
elements — a natural timbre, pitch, dynamics, duration,
and its own rangeswof high to low and loud to soft! These

~ make up the “sound"" of the sound. The unit is intended

to bring to the students’ attention the multitude of sounds

in their everyday surroundings and to make them aware,

of the potential of these sounds as musical expression,
By working with sounds with which they are
already familiar and comfortable (a dog's bark, the roar-

- of a car’s engine), students begin o understand the

possibilities of sound — sound from the farthest reaches

of the imagination to sound falling within the traditional

musical range of the symphony orchestra. This beginning,
instills in the students an initial confidence about -«
creating with sound which can lead them into more
complex modes of understanding and Expression The
approach is based on the premise that wheh individuals
use all of their senses to create, imagine, or organize
sounds, these sounds gain special significance. It s this
special 51gmf1¢:anﬁe a personal meaning, which should
reinforce the students' motivation to work with'sound
and to appreciate others' work with sound.

The unit is divided into two main parts. In the first
part, the students explore the concept that "Sounds Are
All Around You." Here the students investigate and
experiment with the unlimited possibilities of working- .
with sounds, those made by a car or a clock as well as a
gymphnny orchestra. Activities in the second part, center
around the manipulation of sounds for a desired effect,
The students learn that each thing has a distinctive ,
timbre which is its unique and recognizab]e sound. The
students are made aware of the roles that pitch, rhythm,
duration, and dvnamics play in (hé pérceptinn and use nf
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- both musical and noise-producing, to discover their

 particular sound-and how that sound can be conseiously

_altered by changmgﬂne of the elements (pitch, rhythm,

- duration), Through a number of activities the stud nts

come to see that an infinite variety of sounds can be-

- created. Finally, the students use theit new awareness
.Df sound and:its potentials to create and retord a sound
- *composition, . ‘

Materials in this instructional unit include the
+ following: Teacher's Guide, record, sounding board,
blank recording tape, ‘and asetof cards representing
sounds, silence, and the elements of sound: duration,
_intensity, and pitch,

Unit Concepts

1. Sound exists all qmund us and it has aesthetm
qualities.

~ 2. Each sound is.made uP ofa umq‘ue .combination of
alements pitch, direction, and intensity.

3 The blending of two or more different sounds and/or
modifications of sounds creates an infinite.variety of
sounds. : v
4. Each person, plane and thmg in our environment has
numerous sound potentials that can be manipulated to
create a desired aesthetic effect, '

Unit Objectives

. This unit encourages students :

1. to recognize sound as a natu’ral phenomenon that
enables usto hear. -

4. to become aware that each sound is made up of a

" unique combination of elements: p1 tch, direction, and
mtenqny

~ 3. toexplore the pnsslhahty of blendmg and rﬁDdlfVlr!;,
sDundS to create an infinite variety of sounds.

"4, to explore the aesthetic qualities of sound for each
person, place, and thingin our environment.

Inﬁoducﬂan to Moﬂan

Motion is the act, pocess, or mstarn:e of changing . .
place. Everything in the environment can be p]aa&éﬁn a
contmuum frum no mu\rement m cﬂnstant mnvemerﬂ or

 state theu degree ufmuvemem Itduesntmave it

barely moves:-it moves a lot.” Thus, motion is finda-
mental to Bur consideration of things. Itis a. pervaswe
elementin the envm;mment __ ‘_;,,j

As afundamental element, motion can be ordered
and given form; thus, it can be aesthetic or used aestheti-
cally. Artists, well aware of the aesthetic potential of
movement, make use of this element — very obviously in
dance, drama, and film; and more subtly in the implied™
movement of visual arts, music, and literature. And in
the aesthetic experiences of everyday life — those
moments when we recognize beauty in our natural
environment — movement will often be af the core:
leaves floating on d stream, tiny lights blmkmg across the
face of a great electronic cdmputer, the grace. of children
running through the grass, Motion or movementisa *
fundamental phenomenon of the environment which ean
contribute to aesthetic experiences either natufallyor * -
through the expression of an artist. :

The activities in Introduction to Motion ate "
désigned to help students explore some things they :
already know, and some new things as well, All of these -
things-to-find-out have something to do with mation as a
phenomenon that is of the éssence of our world and our
bodies. The students discover motion in their environ-
ment, find how many ways their own bodies can move,
explore how motion can be used creatively, recognize
and express ideas and feelings as portrayed thrnugh
motion. ' :

« The students conduct a motion. hunl in the class- ~
room-and outdoors to demonstrate the pervasiveness of
motion in the environment and the fact that their bodies
are moving things. They engage in games that help them
discover how the senses of sight and touch give us cues

L‘z; P



about motion. To introduce the elements of motion —
. space, energy, and time —the students react o a number
, of imaginary situations, such as shoppingin a grocery
store or playing in a park. Thev also move their bodies to
make individual and group shapes in response to energy
asa movement force. In the same manner they explore
rhythm in movement, : S ,

Another series of activities in the unit introduces T n B aesthetic Education * !
the aesthetic potential of movement, The students | Learning Center T &1
become aware that the body is an instrument like the #
composer's piano or the painter's brush, except that itis
an instrument that each of us uses, however consciously
or unconsciously. Some of the activities are based on
recognition of motion as non-verbal communication;
others show hol language expresses motion. Finally,
the students react to motion in art' works in the visual

-arts, in musical compositons, and in dance.

Materials in this instructional unit include the
following: Teacher's Guide, set of motion study cards, set
of non-verhal communication cue cards, cassetle tapes,
sel of instrument cards, image wheel with set of image
cards, strip of clear leader with images, and set of art
reproductions.

Unit Concepts
1. Motion is a basic phenomenon with aesthetic qualities
that is intrinsic to human béings and their environment.

direction. speed, and quality.

3. People can manipulate motion or the appearance of
motion in wavs that are aesthetically pleasing,

Unit Objectives

This unit encotrages students

1. to recognize molion with its gesthetic qualities as a

environment.

2, to identify and describe motion in terms of its elements
of direction, speed. and quality, !

3. to explore how motion or the appearance o motion
can he manipulated in wiys that are aesthetically

pleasing.

Q ‘
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4- Level 2: Aestheties and Arts Elements _ aj

Activities in this center of attention encourage™,
students to recognize elements of aesthetic phenomena
both in works of art and in their daily world., Texture in
music, shape in the visual arts, movement in the
environment--students learn to identify elements such
as these, recognize them as a paft of the arts, and relate
them to the structure of a work of art. The outcomes for
the students are: Students are able to perceive and
describe the part/whole relationship of elements in the
physical world by identifying the elements of each art
form and their relationship to the whole work. Students,
glven a work of art, are able to identify and describe the
elements thdt are dominant within the work. Students -
bégin to develop a critical language for describing
aesthetic'qualities in works of art and the environment.
Instructional units in this level are appropriate for
students in grade 1 and grade 2. : : ;

1. All art forms are made up of arts elements that

constitute the parts of the whole work,

2. The same elements that exist in works of art are alsc

present in objects and evants in the environment.

3. The arts elements are the substance of the language of
- aesthetics; they are the descriptors of the-aesthetic

qualities existing in a work of art and the environment.

4, Artists consciously arrange arts elements to create

works of art.

Level 2 Outcomes

This level of the curriculum encourages students . .

1. to recognize that works of art and things in the
environment are made up of elements such as texture in
music, -shape in the visual arts, and movement in the
natural world.

2, to percelve and describe.elements in the work of art as
exemplars of the part/whole relationship,

3. to understand that art forms can be characterized. by
-their unique elements. ‘

4, to ldentify and describe the aesthetic qualities in
dance, film, literature, music, theatre, and visual arts
based on a recognltlon Df the arts glEmEnt% in the art
form,

5. to understand that artists consciously arrange arts

© nts to produce a whole work of art.

ERIC
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6. to perceive and -understand
tha relati@nship bEtWEEn afts

env1t0nment
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The art forms are central to an understanding of
aesthetic concepts and ideas; they are the best examples
of aesthetic objects and events. Aesthetics and Arts
Elements, Level 2 of the aesthetic education curriculum,
is concerned with the elements of the art forms. The
Elﬂphﬂ%l% is on giving the students arts ex pvru nces
leading to a general awareness of the art form through its
elements. In the visual arts the students engagein activi-
ties that center around painting and sculpture; in music
they work with classics and pop tunes; in literature, with

stories and plays; in drama, with plays; in dance, with

traditional and contemporary dances. The units are’
designed to feature one or more elements in each of
these art forms along with the whole art work, The arts
experiences are used as the hasis of the student's first
introduction to the language of aesthetics, Tnmmnnl\

called “critical language.”

The basic premise is that perception of the- whole

. of an object or event within the environment or a work of

art requires some understanding of its parts or elements.
Understanding of the whole work of art does not come
about until there is some cognition, recognition, and -
synthesis of the interaction of its parts. Cognition, recog-
nition, and synthesis are accomplished by concentrating

“on the part/whole relationship between the elements

that exist in works of art. The same relationship can be
extended into an aesthetic appreciation of the environ-
ment,

.
Outcomes
In this level of the curriculum itis continually

lmpm‘t,mt to strengthen the bridges between the child's

world and works of arl, dml to e mph.,mxf\ llw ulm lhdl
the arts elements, onde
works of art and to describe the aesthetic g nnlitis"‘ nf [hf‘
works af artand the enviconment. The outcomes for the
student are: recognition of the elements of works of art”
and things in the environment, stich as texture in music,
shape in the visual arts, and movementin the natural
world: the ability to perceive and describe partic ulm
glements in the wark of art as exemplars of the part//
whaole relationship; the understanding that artforms
can bec h:li‘ acterized by their unique elements; and the

Q
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ability to nlmniv and describe the aesthetic qualities in’

works of arts, The emphasis throughout the units at this

level is on recognition of the relationship between the

arts elements and the aesthetic qualities of the art form.

There will be some transfer of the students’ ability

o recognize and describe arts elements from works of

art to [he ihingf; in lhe azturlewls' nwﬁ envimnmenl

Dt srulplu{e of ptunnng‘ but dl‘%D ina ruugh plPCE nf

wood. The'ahility to make connections between arts

l yments that-are studied and used as starting points for
udent activities and the aesthetic qualities of the

Ch]F‘ ts or eventsin th environment is an important

conceptial outcome for this level.

nepfs | :

Allart forms are made up (Jf elements that consti-

' lule the parts of the whole work: The same elements that

existin works of art are also present in objects and
event?in the environment. The arts elements in works of.
arl are the substance of the language of aesthetics; they
are descriptors of the aesthetic qualities in a work of art
and the e"wlrnnTanl Artists L[)ﬂ'%l"lmlSlV arrange arts
elements to create works of art.

Sequence

‘Within this sequence of curric -ulum units students

are mlrndurpd to the art forms themselves through their
elements, Dance, literature, musie, theatre, and visual

~ art are the five major art forms included. The funda-

mental concept in this level of the curriculum is the
partywhole relationship between the art forms and the
arls elements that are the aesthetic qualitips and proper-
ties of the work. The appruarh is very experiential, with
the studlents engaging in activities that exemplify the
characteristics of the arts elements and mani pulating
thesa elements to create art works in each form,

Part and Whale, the introductory unit, gwesf‘
students an understanding of the partywhole relationship
blem n lhp Flﬁ-menls and hF’ art ff)r“ma n alsa inlr'n=

istics. lhe‘ suuprdm}, CUE{lLulumumler mughlaq -
mtm(lm tions to the art {grms. The sequence presents



ipling of the possible art elements for each art
form: Texture and Shape for visual art: Tone Color and
Rhythm/Meter for music: Sound in Poems and Stories
and Characterization for literature; Dramatic Conflicl,
Non-verbal Communication, and Setting and Environ-
ment for theatre; and Movement for dance.

Level 2 of the curriculum acquaints students with
all the art forms in a very general wa_\(’. The students
experience the arts elements which are then used as
entry points for discussion of the art forms, Texture is
experienced visuallv and tactually hefore it is related to
Hearing and experiencing
various lone colors (parts) in a whole musical composi-
tion is presented as the aural equivalent of focusing on
the individual parts that make up a visual work of art,
Movementis explored experientially before itis related
to dance, and conflictis introduced in stories before
theatrical conflictis explored. These became entry

points for describing and analyzing ina very elementary

way th,eia::hn racteristics and qualities of the art forms

themselves.

A parallel part of the development of the content
in this level should be identification of the art forms
within the students’ community, In anv of the related
activities, the emphasis should be on the way artists use
the arts elements to produce their art. Resources will
vary from setting to setting and field trips are encour-
aged. Students should have at least one live experience

‘with each of the art forms. They should go to the theatre,

attend o dance performance, vi
museum, attend a concert of popular and/or classical
music, and read stories and poems. The related activities

sitan art gallery or

survey of the arts resources available in the community,
Also, any arts program operating in the school, such as

“Young Audiences,” or the "Artist in the School ™ should
_be brought into the context of this sequence of units. In
addition, language development activities in other areas

aesthetics.

1
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Figure 4:

Level 2 Related Activities

Sound in Poemy
and Stories

Setting and
Environment
1. Visit a potter's studio. Talk about-wheel-thrown pottery in relation to movement. Discuss the effect
of the partywhole relationship. texture, and shape on pottery.
2. Visita large record store and categorize the music by rhythm. Ask the students to bring records from home
and discuss their chythms. ‘ o
3. Visit a dance studio and talk to the staff about the different kinds of movement in dance, about the
different kinds of dances, and about creating mood through movement.
4. Take a “texture and shape” walk in the community. Pay attentiori to interior and exterior uses of texture.
Discover the predominant shapes of buildings, Discoverparts and wholes. ;

5. Ask a playwright or director to talk about and demonstrate hbw arts elements such as sound, shape, color,
texture, movement, setling, characterization, conflicl, and non-verbal communication, are used in theatre,
Ask artists working with other art forms to do the same thing,

6. Categorize the sculptures in the community according to shape, Are they mostly people shapes? shapes
within shapes? part and whole compositions? and soon.

7. Take a “partywhole” field trip. Have students keepa list of parts they see in their environment and of

the whole works the parts create. Use a camera to document some of these.

Q
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Part and Whole

Al around us we find objects and people complete
in themselves and vet composed of individual elements.
A clock sits on the shelf. The clock is a whole and vel il
* hasa face, numbers, big and little hands, and inside,
though we maynot see them. the works — the many parts
which make possible the indication of passing time, We
glance at the clock to see the time. [tis our eves, one of
our many body parts, that we use to do this. All around us
we find abjects and peaple complete in themselves and
vet composed of parts, '

For students, particularly first-grade and second-
grade students, learning the relationship of part to whole
ima general way can be o huilding block, With this
building block. they can understand more easily how
attending to elements of natural occurrences or art works
contributes to a pleasurahle experience with the whole.
They can begin lo look for parts and point out their
contributions to whole ohjects and events within the
environment and to works of gge _ .
This unit is designed lﬁr‘miur& first- and
second-grade students to this concept of part and whole,
The students first find that objects and events are made
up of parts {elements). Then lhe :v see that some parts are
also whole objects and events in themselves. Finally,
they explore the concept that introducing different
elements into an object or event can create a new whole

or can give the whole and/or the parts a different feeling.

The unitis intended to develop the students'
ability to respond to the elements of an art work and
their organization, and to develop their perception of
how the elements funciion together to determine the
whole art work,

The uniton partand whole relationships is
presented in three sections. The first is concerned with
making the students aware that many things people
perceive as whole ohjects or events (fovs, families, art
works) can be hroken down into parts. The stidents
assemble salads, make pictures from cut-outs, discuss

ERIC
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of [he unit, lhe_e f_all_l.dtfmh Wul‘k [[) 1denllf}’ 2 ;lrts UI Db]f:r:ls
or events lhnl are whale% in thpmqe&]vg; am'l m 'pe:rceive
mns!rm lions out of mrdhmnnlhnxe‘% tnhv .al[,.unrl hy
,mmanggllmg an art reprodugtion with a number of parts
(be they objects in-the picture or the parts of the
composition of the art work such as line, shape. texture,
color). In section three, the students discover that
changing the parts of an object or event results in a
redefinition of the original, They explore this concept in
various art forms. The students interchange parts of
faces, change the musical composition they previously
crealed, create whole patterns out of shapes, and invent
newstories out of the elements of farmlmr ones. In the
final activities of the unit the students identifv paris in
art fnrm%' in music, in drama, in dance, and in paintings
Ma[ermls inthis instructional unit include the
following: Teacher's Guide, studv cards, slide
presentation, face puzzles, mime puzzles, ! hag of

- shapes, phu[n;mphs and story cards.

Unit Concepts .

1. The ability to discern the parts (elements) of a thing,
he it atov, a family, o an art work, can contribute lo a
betier underslanding of the whole ohject or event (art
work).

2. Awork thatis whole in itself can also be part of
larger whole (a square as part of a chec kerhuilrtl
pattern).

3. Anobject or event changes when its parts change,

4. Our response to an ohject or event is affected asits
parts are changed or rearranged. The change of color in a
painting changes its overall effect,

Unil Dbjectives

I. lo recognize [hf"‘ pervasive nature of the part/whole
relationship in the environment, in man-made objects,
and particularly in works of art,

1 [ -



2. 10 hecome aware that things perceived as whole
Db]Pf‘f'% or evenis can he broken down into meaningful
parts (elements), recognition of which can contribute to a
fuller understanding of the whole object, event, or work
of art. ’

3. 10 develop their ability to identify parts (elements)
within many different kinds of objects, events, works
of art. -

4. torecognize thatsume parts are Whﬂ]f‘ works in
themselves and to identify these when combined in
lﬁf},,(“l' uh]Prts-. or events.

a_ny ob]ec,t_ or t;w:m. lhBl-l‘ cl.;:asrunm or a wurl\ (_)f drt. can
be changed or rearranged to create a new object or
event.

6. to understand how ¢hanging or rearranging the parts
(elements) may change the perceiver's response to the
Dhjecl. event, or work of art. '

Textu

Ruugh sandpaper, a slick mirror. the rlr)wnx fur of
a puppy. nuhbv tweed fabric, the hark of a tree, velvety
grass — these are all textures we have seen or touched.
When we see and touch these textures, we know some-
thing ahout both the surface characteristics and the
appearance of these things, Artists see and touch-texture
d” *«u‘nund them Vl%lldl ﬂf[l‘al‘% GATTV thfr vn».lml and

mampuld[mglhe tegtuml elnmsznh in lhﬂl! wnrk}m
axpress ideas or feeling,
| In this unit, tactual, verbial, kinesthetic, and visual
textures provide a variety of encounters that heighten
the students’ awareness of this element in their environ-
ment and in works of art. :

When the students have completed this unit,
thev have learned to recognize textures in their world
that they had probably not noticed before. And they have
anunderstanding of the wav the visual artist uses these
same textures to express ideas or feeling in works of art.
More impaortant still, they have practiced a new
approach tolooking at their world by focusing on one’
elementand its relationship'io other parts in a whole.

Q

In part one of the Texture unit, the students
disr over that textures have' individlml qnalities thai

expenem,e :md_ vc:_l‘;l_lly de_,sc:nbe a series of lextures. In
p art two th(‘ %tndems F“{dmiﬁf;‘ haw hnd‘v movement is
three the:y lea_m thal lex_t_ures have bu[h vnaual a_nd
tactual properties that can be correlated by matching
photographs of textures and textured materials. In part
four the students use photographs of paintings and sculp-
tures to learn about the visual artist's use of texture to
convey feelings. Asfinal activities they create a sc_dulp
ture, emphasizing textural effects, to be touched rather
than seen. and a painting incorporating some of the
techniques used by painters to achieve textural effects.
Materials in this instr’u(tinnal unit im‘.lude the

arl repmduc;tmnsi WOrd E:II’(IS. and slulea. :

Unit Concepts

1, The ability to perceive texture as a distinct part of an
art work contributes to a better understanding of the
whole work.

2, Texture is-hoth a visual and a tactual phenomenon.
3. Different textures have individual qualities that
distinguish them from one another and [hdl can be
described.

4, The visual artist uses real toxture and can create
illusionary textural surfaces in works of art.

5. The ability to respond knowledgeably to the
component parts of an art work, in this case to texture, is
the first ste] in the development of an aesthetic
judgment. ;

Unit Objectives

This unit encourages students

1. to recognize texture as an element in art works,

2. to understand that we perceive texture hoth visually
and tactually.

3. to begin to develop their critical language by using
their existing vocabulary to describe textures and to
expand their store of “texture” words.



4. to look for, perceive, and describe qualities of texture
in their environment and in art works.

5. to perceivgand identify the relationships between
tactual expetience and movement,

6. toperceive correlations between the visual and tactual
. properties of objects and events.

7.10 idl—‘mlif'\’ textural qualities in works of-art.

B.lo create art works in which lexture is a dominant
element.

Shape

Shapes are all around us, We observe the outline
a-d fullness of a cloud high in the sky, and near it is the
t. leof the sun. Closer to earth we can see the shape of

" atree with its straight trunk and the branches and leaves,
The tree casts a shadow, and the shiadow too has a shape.

Still closer is our own shape, with fingers, arms, feet —
the outline of a body.

Everything we can see has a shape, and these
shapes are sometimes similar, sometimes different.
There are geometric shapes and biomorphic shapes
(shapes that have no predictable pattern to their
outlines): there are shapes that are combinations of
these two, Some shapes are symmetrical and look the
same from all sides. Some shapes are asymmetrical,
appearing different from various viewpoints, Many
different things share the same hasic shape configura-
'ti‘cm tht lhese shnppt; mean to us will rprtain]\; hF

,hfferf:m thmgs unl_e:ess we are umsuuu%!; thmlung about
their shapes.

When a number of shapes are combined, a new,
larger, and d]fﬁﬁershdpPls created. Reversing this
Process, i ]ﬂrgelf shape can often be hroken down into
smaller shape units. There is the shape of a house: the
bricks or hoards forming its walls, the confignration of
the chimney, the outlines of doors, windows, each of
which remains a shape in itsell while existing as a part of

the larger shape. The individual component parts of a
-~ shape viewed separately appear visually different from
the total shape made when the components have heen
put tﬂgethér.

wll Toxt Provided by ERIC

Further, shapes can be two-dimensional and
three-dimensional, For example, a person's head is
roughly egg-shaped, with volume and depth, but a photo-
graph or drawing of the person’s head shows it as a flat
oval. Three-dimensional shapes, too, can be separated
into parts. When the planes of a cube; each of whichisa
separate shape component, are laid flat on a surface, the
viewer sees something quite different from a three:
dimensional cube. And as with two-dimensional shapes,
three-dimensional shapes may be combined to form
larger volumetric shapes.

The shapes in our environment often form
patterns which can be thought of as one or more shapes
in repetition. Think of the pattern formed by the, many
buildings and streets of a city seen from some high place.
Think of just one street — the repeated shapes of houses,
windows, lamp posts, Other elements, too, recur — the
green of many lawns, the rough texture of bricks in many
huildings, the regular sizes of houses or cars, %umlar
vnlumes in [hese same housea and cars.

tions regar‘dmg %hape and llh r&latmnshlp tor uther \n%ual
elements? One important reason is to prepare a basis for
their awareness of elements of the visual phenomena
that operate in their lives and environment. Shape is one
such fundamental element, and an awareness that
complex visual matertal can be broken down into
simpler visual unifs increases students’ confidence to
perceive and judge aesthetic qualities of the things they
see. Another reason is to give students a way to simplify
and relate visual elements, be they within the environ-
ment or within works of art. Students who are encour-
aged to perceive similarities hetween shapes also
become more aware of variety within visual elements
such as shape. This perceptual skill is a basic classifica-
tion tool that is exploited hy visnal artists as one means
of pringing their own perceptions to the viewer,

Visual artists take such arts elements as shape,
color, texture, volume, depth, and size and organize
them into works of art — into whatever form best pre-
sents their unique statement about the world they see and
interpret. Increasing the students' ability to identify and
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judge aesthetic uses of such visual elements in the arts
and in their environment is the nvzsmll purposc of the
Shape group of un |

The Shape group is actually composed of three
separale units: Shape, Shape Relationships, and Shapes

and Patterns, For the purposes of this discussion they are”

‘treated as a single unit in which the students explnre
visual phenomena through shape. Any one of the several
elements — color, texture, volume, size — is just as
important as shape, bul shape was chosen as the focus
because voung children use the shape of a thing to
recognize and clussifv objects very early in their lives,
The content of the %hupP unit builds on this more
familiar element. -

To begin, the students consider the infinite variety
of shapes existing in the envirgnment, and see that
shapes exist within other shapes, They see tha} complex
shapes are often composed of smaller shape units. These
explorations lead the students into the next group of

-activities which center around Shape Relutionships.

There they discover the shape similarities found among
things (li{h;ﬁim in kind, learn that some shapes having
volume may be seen as composed of smaller shapes or
planes, and find that volumetric shapes, too, may he
combined to form larger three-dimensional shapes. They

ohserve the qualities of color, size, texture, and volume

as they relate to shape, and examine some ways in which
the representation of any object differs from the object
self. |

Color, texture, size, and shape are regarded from
another point of view in thu-m tivities that investigate
Shapes and Patterns. Students learn about order,
repetition, and variation and how they apply t¢ pattern
formation. They find that a pattern is formed when one
or more shapes are repeated or when elements such
as color, texture, size, and volume are repeated,

The objective of the unit is not that the students
memorize or hecome experts al réCcogniZing or using
these concepts, This, as most artists, designers, archi-
tects, and other creative individuals will attesl. requires
long practice and perseverance. The unitshould be

U'
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T rpggrdﬁd as a strictly introductory experience for the

stadents. Reinforcement and further developinent of

conscious awareness regarding the dEEth tic and prac-

- tical aspects of the visual tnwrcmmﬂman be hmlt upon
 thisinitial experience. S S

- Materials in lhl"’gl'ull[lufll’l%ll'uc tional units -

include the following: Teacher's Guides; ThimgsAbout
~ Shapes. More Things About Shapes, and Things Ahout
~ Shapes and Pm{ema student books; and worksh

gets.

Unit Cancepts

1. The ahllltv to dlﬁtji;tn thF pdl’i% or elempnts uf a Wﬂl’l\

*lF‘%lHEI]L quall ies r:sf the whnlg wnrk
2. Shape is a quality of a thing that depends on the form
of its external surface.

3. All things have shape, shape%

can be categorized, and
5h€nas have 1esthplu qmli ti ‘

(llmen%mnalnhje 8, an 1lluamn of i&pthm two-
dimensional repre entatmn&. of objects are all aspects of
Ezhc,ipe. -

5. Many different things in the environment share the
same or similar shapes.

6. A patiern is formed in pature and in art when ane or
more shapes are repeated or when elements such as
color, texture, size, and volume are repeated.

7. Visual artists 6rganize elements such as shape, color,
texture, volume, depth, and size into works of art.

Unit Objectives

This unit FDF(‘JIIFHQF‘S qiudem.ﬁ

elemem, Shzl.pE. dnd the: whule vmml WU!L

2, to perceive the aesthelic qualities of simple and
complex shapes. '

3. o perceive that many objects and events in the
environment share the same or similar shapes,

4. to perceive that objects and events in the environmen
also have color, size; texture, and volume.



-
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5.16 see the’ lﬂtEFFPldll(ln%hl p between shape and objects
and events in the arts dm_!‘envlmnmﬁnt,

6. to perceive and describe three-dimensional shapes
from different points of view and to understand the
illusion of depth in two-dimensional representations of
objects,

7. 10 explore how a pattern made up of shapes employs
shape similarity, repetition, and ordering, and how
visual patterns can also have color, size, texture, and in
some cases, volume,

8.to perceive and identifv elements of patternin the
environment and in works of art.

9. ta make aesthetic judgments about art ohjects and
events based on an awareness of shapes and patterns.

Tone Color
: “Tone color" is the characteristic sound of an
individual instrument or voice. (In musical literature,
“timbre" is frequently used as a synonvm for tone
color,”'*)

To help students focus on tone color as an aurally
distinguishal )It‘ element of a musical selection, they nge

an approach to listening that consists of learning o listen .

for and hear the individual, distinctive sound-parts of
sound combinations. This kind of listening is (_lr_'xm_é with

“the mind as well as with the ear: the ear catches the
sound. and the mind identifies iy and relates itto the
whole sound combination, Thl‘(/l/lgh these “steps of
listening,”" listeners can come th an understanding of
how the: parts of the whole soupid combination fit
together. With these data, they are then ina position to
respond knowledgeahly —to judge and value the whole.
The listener can say, ”K”"\Irm Lunderst dl‘l(] ll and I like "
Or, “Ldon't like it, but Tdo understand it

A wide variety of performance levels and types of

*The entry for “timbre™ in The Oxfurd Gompuninn to Music (9th ed.)
Hluateates: “Timhre means tone quality — coarse or smonth, ringing or
more 5uhtl\ pene teating . . the mataphorical te

' 15 4 sy nonym for ‘timbre’; the Geeman for
erally ‘sound=color.”

ERIC
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music are presented (o the students, Some of he selec-
tions are verd complex, some are easy. The experien
with the'easier selections increases the stude nts abili-
lies to perceive at least some of the tong@olors in the
more difficult ones, an ability that allows them to move
closer to the goal of being able {0 judge and value the
range of sounds and music around them.

In the sequential activities in this unit, the
primary-grade students are encouraged to apply the

color in music that they can and do apply to the discrimi-
nation of daily environmental sounds. The students

examine how things we perceive as wholes can be
braken down into meaningful parts, and they begin to be
able to pick out various tone colors in musical selections
while becoming familiar with the pictures and names of
the instruments that produce the tone colors they hear.

The first part of the uniton Tone Color develops

the part/whole relationship that the students have been
invpstigating inrelation to music. The students work with

“parts” of a musical whole: the distinguishahle tone
colors of instruments and voices that can be enumerated
and identified at any point in a musical composition.
They learn key terms: one part is a musical sound {vocal
or instrumental) heard hy itself; two parts is fwo musical
sounds heard together, etc. They are then more able to
see and, particularly, hear parts of musical wholes.

In the second part of the unit, the students learn
hnwlmdenhfvvarmu*;lnnvcalm hEEDI‘ﬂmgfdmllldr
hv lx%tpmn;ﬁ to the mlaﬂal makeup of musical selections.
The main point is that they be able to distinguish aurally
one tone color from another, in terms of how many they
hear rather than the names of the instruments,

Materials in this instructional unit include the
following: Teacher's Guide, filmstrip. film, records,
word sheets, sel of tone color cards, and student
response sheets.



Unit Concepts

1. The ability to discern the parts of a musical
composition, in this instance the tone colors of voices and
instruments, contributes to a better understanding of the
aesthetic qualities of music, N

2. Tone color, the characteristic sound of an instrument

or voice, is an element in music.
3. Listening to music with both the ear to catch the sound

_and the mind to identify and relate it to the whole

composition is the beginning of critical judgment in
music. ~

Unit Dbieclives

1. to hecump aware lhal tone c Dlm isan elementin
musical compositions,

2. to understand that the distinguishahle tone colors of -
instruments and voices can be enumerated and
identified at any point in a musical composition.

3. to identify some of the instruments that produce the

_ mne colors they hear, whethpr used individually or

E

together.

4, 1o distinguish one tone color from another aurally in
terms of how many they hear, rather than the names of
the instruments they hear,

5.to rezagni;{vltnné color as an important element in
musical compositions that contributes to their aesthetic
qualities.

Rhythm/Meter

In the Rhythm/Meter unit the students are intro-
duced to the concept of meter and its functional relation-
ship to musical composition. The essence of musicis its
rhythmicand tonal patterning, and the rules and tech-
niques which apply to these patterns are external. Meter
contributes to the aesthetic gualities of music.

One way to introduce the concept of meter is to
consider recognition of natural and mechanical meters
as a source for the human penchant lo organize sensory
input into discernible patterns. The ehb and flow of the

Q
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sea, the rhythmic beating of the human heart, the ticiing
of a clock, all of these can be pointed to as regularities of
sound familiar to the student. In addition, connection
can be made belween the musical concept of meter and
similar concepts with which the student has already
worked. For example, the study of word syllabication
lends itself to a discussion of thythmic patternsin -
language. Verse and poetry also make use of rhythm

and meter.

The activities that introduce students to rhythm
fall into three categories: rhythm in visual pattern,
rhythm in movement, and rhythm in sound. Some of
the activities are: students identify visual patterns in the-
environment and make patterned prints based on vege-

table and animal forms; students recognize some of the
hasic movement rhythms of everyday life: chewing gum,
hrushing their teeth; they experiment with the variety of
sound patterns in the environment, in songs, in body
movements (like marching and skippmgﬁ,] in poetry. and
in spoken language. :

Through the Rhythm/Meter activities, the students
will find that rhythm is perceived order in the movement
all around them. The students can observe rhythm in the
basic cycles and movements of their bodies, in patterns
they see every day, jn %mmde‘z they héar Far E\{ample
lhay can DbSEl‘VE the reguldrlty ut ever 1ly spaued lamp
posts on a city streef or of bricks in a house; they can. .
nntire the Sr;mnd-a of heavv traff'ir; pausing far a rpd
[h_vlhm is everywhere and lha itis bulh mtuml ;nd
people-created.

Through exposure to recorded musical selections,
students learn to identify and execute simple meters.
The students learn the meaning of the musical terms:
“accent,” "barline,” “meter,” "measure,” and "theme."
Student involvement requires listening to recordings,
making metrical notations on charts, clapping melers
heard, and notating simple duple and triple meters.

Fffhg meter activities introduce 1,2 duple meter;

1,2,3,4 duple meter; and triple meter. The three kinds of .



melter are combined, and the students are asked to iden-
tify the proper meter from recorded musical selections.
Then the students are introduced to notation of rhythmie
patterns through use of uccent marks. The student
notate the proper meter on an dﬂhWEﬂiﬁhE‘El Odd- ?1mt:
melers are presented. Finally, lhp students are asked to
discriminate among three metrical treatments of the
same melody. A

5

Ma(&:rmls in lhl% m%trm tmnal unit leude, the
rhvlhm ;n:lwntv Ldr[l'% rP%pmsE %he:e*ts fmd tpf;t answer -
sheets.

Unit Concepts i
1, The ability to discern the pari of a musieal
composition, in this instanee riix'thln/mE*tér contributes
o a better understanding of the aesthetic [lll;lll[lt.ﬁ of
music,

2. The essence of music isits rhythmic and tonal
patterning. ,-

3. Rhythm is order in movement.

4. Using a musical theme in a variety ul melers gives i
different feeling to the music.

5. Rhyvthm can existin visual patterns, sounds, language,
and movement. |

Unit Objectives

This unit enf:u’uragés s'urlfants

(:umpnbltmn nf music th’.:lt contr 1!)11!515 to its (u:hlhzrtm
qualities.

2. to identify specific meters by clapping.

3. to understand and use musical terms and symbols such
as "accent,” "barline,” "meter,” “measure,” and
“theme,” "

4. to recognize the element of rhvthm/mater in their
environment — through visual pattern, movement,
language, and sound.

o ;
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So_ur{d in Poems and Stories

Splash! Wham! Plop! Onomatopoetic words;
sound words; words that “"sound like what you heard."”

- Zip! Zap! Zoom! — patterns you can make with these

words. That's what Sound in Poems and Stories is all
aboul. It introduces primary students to onomatopoeia,
alliteration, refrain, and rhyme as literary devices based
on sound which are consciously used to communicate
meaning and feeling. Using this unit students develop an
unde erstanding of the properties of these four devices
and of several literary forms, including the stanza and
the cinquain. This understanding is reinforced by both
using and creating onomatopoetic and alliterative words,
refrain, and rhyme patterns, as well as by creating visual
representations of onomatopoetic words.

i

An understanding of pnPliC devicés en ables

lies uf lgmgu_a_ge are used in literature, l nllke‘ the pcsrsnn
who uses language primarily to impart information, the
writer/artist chooses words for sound and meaning,
using sound as a means of reinforcing meaning. By intro-
ducing onomatopoeia, alliteration, refrain, and rhyme as
devices used in literature and by. dealing with word
choice and arrangement, Sound in Poems and Stories
provides students with some ways of using the sounds of
words to point up their meaning.

Although primary students are not expected to be
sophisticated creators of literature, they are capable of
understanding that sound can reinforce meaning. To
encourage this understanding, the unit focuses on one of
the chief means by which writers suggest meaning
through sound — onomatopoeia. In its sirictest definition
onomatopoeia means the use of words which, to some
degree, sound like what they mean, such as “hiss.”
“slam,” and “whirr.” Although we introduce the term

“onomatopoeia’ because it is a big funny-sounding word
that students might like to learn, we have provided the
term “sound word"" as an alternative, The operative
definition of a sound word is "a word that sounds like:
what you heard.” am’ of these words are in everyone's



speaking vocabulary, and many more are spontaneously
created by children and adults alike.

Once students-understand what a sound word is
and how they can create original sound words using
letters, they move toward creating patterns of sound
words, Pattern is used here to mean repetition of like
elements within which there is juxtaposition and varia-
tion. In literary language, repelition is a rhetorical
device reiterating a word or phrase, or rewording the
same idea, to secure emphasis. When employed by

deliberate design. it adds force and clarity to a statement.

[Sep lhf‘ Iil@mrv warks of Gertrude Stein). Alliteration, -
spend upon repetition for their

effpr ’ ‘ l

The approach used emphasizes the element of
sonnd in each of the devices. When the students are
dealing with thvme, they use only sound words o create
patterns of rhyming sounds. Finally, the students write
noise poems and sound word cinquains (a poetry form
containing five one-word lines, at least three of which
are sound words).

By exploring and using these poetic devices,
students understand that they can organize and structure
words by repeating them in certain combinations and
arrangements, and they begin to recognize their use in
literature. The students also become aware.of some of
the sensuous uses of language,

Materials in this instructional unit include the
following: Teacher's Guide, cassette tapes, Sound Word
Bingo game, Splash! Wham! Plop! and Zip! Zap! Zoom!
student hooks, rubher stamps, stamp pads, and student
Unit Concepts
1. The ability to discern the parts of a poem or story, in
this instance the uses of sound in langnage, contributes to
a hetter unclershnulmg of the aesthetic qualities of
h[e’m[uw

51,1_ggest i :mun_d Ihlngh \m[[g:u ldnglmgfz,
3. Alliteration (repetition of initial or final consonantor
vowel sounds), refrain (repetition of individual sounds

L
J

and svllables in some fixed pattern), and rhyme (similar
oridentical sounds placed in corresponding pesitions
within a word p:lH&[’ﬂ] are ! hree poetic dewtes nsed in
llte ature.

ously used for its senguous

[!Ua]lllf‘j—b,

Unit Objectives

This unit encourages students

1. to recognize some of the uses of sound in language.
2. to become aware that we can use the sensuous
qualities of Tanguage to reinforce meaning,

3.10 use onomatopoeia in poems and stories.

4.to pPI’(‘ElVPlhBHhr&P common poetic device
alliteration, refrain, and rhyme — depend on r;,; etition
for their effect.

5. to understand that sound contributes to the aesthetic
qnalitieq of languagp :

5tru( [ure wurd% mlu pdt[erns dﬂd f1vv=wm‘d poems
depending on (Jnc)mdtupum a for their effect.

Characterization

What we know and what we want to know a bout
people is central to Characterization. Both the characters.
we meet in the arts, particularly literature, and the
people we meet in qur daily lives are known to us along a
continuum from quperflr‘ml acquaintance to very full
knowing.

eople only by surface

We may know some pe
details: sex, age, race, hair and eye color, shape of nose
and mouth, where they live, their salarv, their spouse’s
name, their children, their religion. Our knowledge of
mhw ])E(‘)[’)lf‘ r‘nd'v‘ hf; more mmplr‘le’i Nm GﬁlV may we
them tlr_il\ ([IIH 0§, aims, 1dealgi mumlsji and ideasof
r:nnsr'ipn(*p] aru! Wh;li makp; lhpm “ihé way thz—zv are"

Whazt we recngnize ﬂhmlt our l\,rmwlﬁdge ufuther-
people in daily life correlates with-how wé come to kno

ERIC

Aruitoxt provided by Eic:

v

-



we i(nnw little more than surldr e details

characters we meet in the arts. In literature mos{ minor
figures are présented as flat or static personages, Usually
ahout such a
chardcter, or perhaps we are aware of one dominant trait
which colors everything else we know about the person.
Other characters, most often the central characters, are
portrayed not only with surface details but with many
personality traits. These characters are round or
dynamic personages. We see more than one side of them,
The amount and nature of information given us ahout
such characters during the course of a literary work
allow us to see them in different lights as the work
progresses. Sometimes, as is also true in our real lives,
when we have become fully acquainted with one of
these characters, he or she appears very different from |

'
1

our original perception. /

Characterization does not attempt to bring the
primary student to a conscious understanding of any of
the technical aspects of characterization, such as the
methods a writer uses to build a character. Instead, the
unitattempts to hring students to a conscious awareness
of characterization as ap'xlied to lh(‘ Pf"l’)[lli‘ t'hm' may

to perceive some Surfnw details (sz;,\,. age, mlu or oGeL-
pation, actions, and speech) and some deeper revela-
tions of character (feelings and emotions) as indicators
of characterization. Then thev are asked to apply these
new perceptions to characlerizations in drama, visual
art, and literature, They also become aware that charac-
terization contributes to the aesthetic qualities of a
theatrical performance or literary work.,

There are two more concepls implicit in the
content of this unit. They are: because of dilferences
hetween individuals, ereative products resulting from
the same stimulus may be very different; and literature
is not necessarily created only by professional writers -—
itmay be created’hy anvone who uses words m Q nn\z ¥
thoughts and feelings.

The unitis designed less for developing the attri-
hutt:ﬁnfg(mr! [‘lll&’i‘ll%l% dmnmlhts .md %hmt ﬂnn WI l[(‘l'—

in [he slmlﬁnts. grczfxt(: Fawareness nl pffnp[t? mnl more

ERIC

Aruitoxt provided by Eic:

tapes, and demonstration guide.

svmpathy mw.;rcl them. and more awareness of their
own creative work anttmore perceplivity aboutit..
The students apply words (some are provided,
some are their own) which classify attributes of charac-
terization in terms of sex; age, role or occupation,
actions, speech, and feeling to the stimuli (photographs,
Dl"ll statement, reuding paqéagps] ;fnd to their own crea-

[ .

&st_(_nytﬂllmgs]. By wml\mg with Ghdrd[jl{:‘l‘l}:dlmﬂ ina
number of disciplines, the students observe that the
ahility to handle perceptions of this sort Jeads to greater
undex%tamlmg pmplc and' thractpra within the

foll nwmg: Teacher 5 (‘_ﬂ,ude. Lhamctezs student bDDk.

Unit Concepts .

1. The ability to characterize people in real life and to
classifv, interpret, and f.(]mlﬂll"ll(‘le these perceplions is
the same ability needed to analvze and create K
characterization in the arts, .
*2, Characterization can be expressed in several art
forms: dance, film, literature, theatre, and visual arts.

3. Literature is not created only by professional writers:
it may be created by anvone using words to convey
thoughts and feelings, and in this instance,
characterizations,
Unit Objectives
This unit encourages students

1. to recognize characterization in daily life and in the
arts, ‘
2, 1o explore specific properties of characterization (sex,
age, role or occupation, actions, speech, and feelings)
and use them in developing their own characterizations,
3. 1o hecome aware that perceptions of character in
m*e&rvd av life an"[i in artare f-imilar ]‘!I‘(')FD%%(‘%
il(?ﬁlhf%,l(i qunlitms (.irf i lhfzalrn;al pﬁr[nrm.mw or l!lif["i:ll‘}’
work, '
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Dmaﬂe Cmﬂlct

Eanflu:t isa ma]ar elemem of dramatic structure
%nstructad cnnﬂict is the mleractmn hetween a r:har-
ter and some force thatis a potential obstacle to the

character 8 achlevmg what he or she wants and/or need’

resolution as an element of dramatic squc}ure increases

the perceiver's capacity to experience theatre or, for that

matter, literature. The major coricern of the unit is that

. the students perceive how conflict formation takes place.
The studenits are led to this perception through a game
format based on card decks of characters arid character
goals, discussions, story-telling, and improvisations. _

(l The unit beglﬁs W1th a dlscussmn Df what a cha_r-

TV, shows, theatre puppet shaws and f!lm is demnn-
strated to the students using examples drawn,from things
they are already familiar with. Then the students distin-
guish between real and imaginary characters: John-hoy
Walton is a real character; Mickey Mouse, an imaginary
one. "The Little Ergine that Could" is also,imaginary; in
this case, a personified object is a character. To demon-
strate their grasp of characters and elements in a story,
the students make ups stories using real and imaginary
characters.

Next, the students begin to come to grips with
“goals.” Although they may not know the term, they will
all recognize the concept: a goal is something you want,
something you need, something you want or need to do,
someplace you want to go, someplace you need to go. A
goal can be a person, a place, or a thing. The goal or goals

_ of a character can be identified in a play or a movie or

T.V.show. The students apply what they have learned
about gaalf; in rplat’inn to chararters tD sturies that they

Dnce the studenls are famlhar wnth the cnncepts

of character and goal, the element of conflict is intro- -

duced. The character meets a force, perhaps another

~ character, that tries to stop him or her from achieving the

goal. Again, the ccmcept is related to situations with

Q

\\

which the students are already fam}liar; familyﬁschaal.
life, aT.V. show, or a story, At the end of the unit, the
students make up and act out stories, focusing on the
character, the goal, and the corfflict. 1 :
Materials in this instructional unit include the
following: Teacher's Guide, boards, card decks,
and filmstrip. :
Unit Concepts

game

1. The ability to discern the parts of a story or play. in this
instance the role of conflict in dramatic structure,
contributes to a better understanding of the aesthetic
qualities of the story or play.

2, Dramatic conflict is the interaction betweena
character and some force, real or imaginary, thatis a
potential obstacle to the character’s achieving a goal,
3. A character’s goal is something that the character
wants and/or needs. *

Unit Objectives

This unit encourages students

1. to recognize dramatic conflict as an element in
theatrical and literary stgucture that contributes to their

=

* aesthetic qualities.

2. to become aware that conflict in dramatic structure.
descnbes the situation in which some force potentially
prevents a character from achieving what he or she
wanlts and,/or needs.

3.to demonstrate [henrperceptmn of cﬂnfln;tfurmatmn ’

a0 dlstmgulsh between real and 1maginary characters
in a variety of media. :

5. to recognize a character's goal as snmelhmg the
character wants and/or needs.

Non-verbal Communication

Not all communication between people is
expressed verbally, Even infants can “sense" when a
person is tense, relaxed, angry, or happy — and without
a word being said. However, this concept of non-verbal

communication between people, though sensed intu-
itively, is sometimes overwhelmed by our reliance on
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~ words: by the tyran af verhlage There isa language”
“of emotions, ideas, #Hl moods which can neve
adequately expressed by words. Children know this, but
sometimes schools, with their emphasis on more
academic pursuits, do not give legitimacy to the chil-
dren’'s intuitive knowledge of non-verbal communica-
tion. Hence, by the time they are adults, some feel the
need to re-learn gognitively what they “! new'’
affectively as childrem.

Early in children’s development they should
- become aware of the range of expressive content that is
available in non-vocal non-verbal and vocal non-verbal
sound, and they should begin to be able to identify
characteristics and moods of people that are conveyed
non-verbally: What does an old person sound like? How
can you tell when a person is angry? etc. Gestures, facial
~expressions, vocal qualities, body positioning, and
clothing can convey emotions and conditions that would
remain unexpressed even after everything that can be
said has been said, unless a person can interpret the
non-verbal cues. -

The theatre emphasizes human interaction and, in
. particular, interpersonal intéraction. A pervasive mode
- of interpersonal communication in the theatre and in the
daily lives of people is non-verbal communication.

This is a unit about theatre; one of its goals is to
_ enable students to become more altentive to non-verbal
" communication as an element that contributes to the
aesthetic qualities of the theatrical experience. So much
of the theatre is not dialogue, but rather action or mood
expressed in movement apd vocal qualities, However,
unless students can begin to interpret their immediate
environment, including their own use of non-verbal
Enmmunicaliﬂn they may nnl be ahlp to appre&iate the

or asan EUdlEHEE membgr
The activities in this unit expose the students to a

wide variety of non-verbal communication, helping them -

=

to decode or understand what is being "said" non-
- verbally, and allowing them the opportunity to
experiment with encoding or endctmg non- VFI‘bEll
communication. /

y

Q

. and personal effects (props in theatre) —

In this unit, the students explore the communica-
tive potential of the human face, using transparent
overlays depicting eyebmws and mouths and a hand
mirror so they can “try on" different emotions. They
then make up and record a story about their favorite

“emotion face.” They continue expluralicn of facial
communication cues and extend their fiwgstigation to
include posture, body movement, and body-placement in
relationship to dthers, The students hear a song about

_possibilities of kinetic expression and see a film about

the communication of relationships between people
through body placement and movement. Non-verbal
communication is easier to see and understand than to
talk about. The students then begin to attend to the
possibilities of the voice as a means of communicating
Emmian age, and ideas separale from the meaﬂi'ngs nf
clnthmg and harrd properhes lo gwe non- verbal cues
about people in everyday life and actors.

Materlals in thls mstrucnuna] unit mclude the

parent Gverlays metal hand mlrl‘nrs sung tape ﬁ]m and
flipbooks,

Unit Concepts

1. The ability to distinguish the parts or elementsof
communication and theatre, in this instance non-verbal
communication, contributes to a better understanding of
the aesthetic qualities of the theatrical performance.

2. Non-verbal communication, both vecal and
visual/physical, is an important element of theatre and
personal communication,

3. Facial expression, voice, posture, body movement,
body placement in relation to another peggon, Eluthmg
these are all
non-verbal interactions with other characters,

Unit Objectives

This unit encourages students

1. to recognize the role of non-verbal communication in
personal communication and in theatre.

1



- 2. to decode and encode various non-verbal stimuli or
cues that communicate emotions, ideas, moods, rules,
and/or conditions-in-life.”

3. to perceive the function of non-verbal communication
in their daily lives and in theatrical contexts.

4. to use non-verbal communication cnnscmusly for

cre*re purposes.

5. to understand how non-verbal communication

contributes o the aesthetic qualmes of a theatrical
F. perfnrmance

Every] human bElng slands in relatmnshlp tonany

environments. Before dealing with concerns infthe

- immediate environment or setting, human beings must
realize how environments are related to ea®¥ other an
to themselves. Human beings use their 1magmahon to,
manipulate the enyironment to suit their needs.™
Behavior settings are areas which individuals enter into
and in which they act according to given forces which
produce various behavior patterns, People use available
matenals to des:gn spaces whu:h fulflll persanal needs

ments

This unit focuses on the interactive nature of
people and their environment, both natural and man-
made. Its intent is to dttune students to how setting or
environment affects human beings, whether this effect
comes from natural surroundings, such as rivers, moun-
tains, forests, or from man-made settings, such as homes,
furniture, sshﬁaals! or stage sets.

One purpose of this unit is to prepare students to .

deal with the concept of setting as it is thought of in the |
theatre. To appreciate theatre aesthetically involves
appreciating a number of dramatic elements, one of
these being setting. Before dealing with this concept in
its spemal relationship to theatre, young students need to
perceive the influence and importance of setting or
environment in their daily lives. Setting and Environ-
ment is devoted to developing this pergeption,

#
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Creating and fostering a sgnsitivity to our environ-
ment is of paramounit importance in heightening feelings
of personal responsibility toward our surroundings. It is
a prime intent of this unit to contribute toward such
sensitivity.

‘During the unit the students actually perform the
functions of both playwright and scene designer. The
students are asked to express their affective reactions to
changes made in their immediate environment and are
given the opportunity to manipulate elements (physical
objects, space, light, color, sound) within a setting to
create certain effects and to solve given design problems.
The students became aware Df how settmg mfluences _
aestheuc percepnan and helps students to becume
responsive to their natural and man-made environnients.

Materials in this instructional unit include the
following: Teacher's Guide, Settings student hoak, kit for
creating settings, and foldable'shape sheets.

Unit Concepts

1, Setting is an arts element necessary to theatre that
contributes to its aesthetic qualities.

2. Every person stands in relationship to many settings.
3. Settings are made up of light, sound, color, space, and
furniture.

4, When people design settings, they manipulate light,
sound, color, space, and objects. .
5. Settings influence the way a person feels and behaves.
6. Changing the elemenls within a setting creates feeling
and behavior changes in the people who relate to that
setting.

7. In theatre settings all the elements and behaviors are

‘controlled.

8. Theatre settings are artificial settings rather than
actual, even though some appear real (true-to-life) and
others appear imaginary.

Unit Objectives

This unit encourages students

1.to perceive setting as an element of theatre and to

e |
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- understand how settmg mntnbutes to its aasthehc

© qualities, - . S
2. 16 recognize that a setting ig made up.of sound llght
’ cnlur space, and ab;ects f :

rs (c 6nstru§tgf*s}
End perceivers (audlence) in semngs

4. to become aware of how settmg affects feelings and
behavior.

5.to understand theatre settings as artificial settingsin
which dl] the elements are controlled, unlike real
~ geltings in which the elements are not ‘always
- predictable.
Mavemem ﬂ
Movementisa phenomenun that pervades our
'space time, and force. Its aesthenc qualmes berume

abvmus when movement functions as a medlum of
expressmn :

The expressive pﬂtentlal of movement is exten-
sive. It can be used as symbols and gestures representa-
tive of ideas, events, or feelings. For instance, the way a

-person walks or stands may reveal feelings and thoughts,
just as the way a dancer moves conveys a particular
feeling. But movement can also be appreciated for its
own innate qualities and forms. Movement can be
appreciated simply as movement, as being expressive in
its own right, not as an expression of something else.
Movement foi movement's sake, so to speak. Having
such a range of expressive potential, movement has ~

“found its way into many art forms: kinetic sculpt&rei

 film, dance, and pantomime,

The Movement unit develops in elementary
students an awareness of movementin general and of its
expressive elements in particular, The students’ own.
body movements serve as the tool with which they expe-
rience, perceive, and respond to the concepts prP‘%Pnth
Besides heing a mode of expression already familiar to
young children, movement provides a natural liaison
w:% two of the art forms in which it is used aesthetically

pa

f st

jfises-to art wnrks and to nalural i
gt which: mclude movement as

an EXPI‘ESSIVE fDI'CE

The students begin thew mvestlgahnn nf lhe
phenomenon by exploring body movement. They move
various body parts, then try to coordinate movement of
more than one part of their bodies. Then they beginto ;-
focus on the visual images that the body can produce
when it i3 used a:
one of the first steps to perceiving movement as an -
aesthetic element in the arts, whether dance, theatre, or
painting. - : ?

In the secgnd part of lhe umt {he students bemme

" and forc:e Mampulatmn of these elements makes

mnvement expres&‘-lva ThE s udents move theu' bodles to

-space pathm space tempﬂ ume duratmn energy;level,

and flow of movement. -

"The students then begin to apply what they have
learned about the elements of movement to dance as an
art furm using mnvement They view and discuss fil'ms

thEy shape movements gf,_,,thar own fcvr_‘ expresswe
effects to demonstrate their understanding that all of the
elements of movemerit operate simultaneously in any
movement and that changing any one element will affect
the total movement. _ _
Materials in this instructional unitinclude the
following: Teacher's Guide, Your Body Moves student

L

s an instrument of expression, Thisis .~
e

book, film, photographs, plastic cut-outs, fabric bags and *

water clock,

Unit Concepts

1. The ability to discern the elements of objects, events,
or works of art, in this case movement as it relates to art
works and the environment, contributes to a better
understanding of the object. event, or work of art.



.

. works and the environment,

There isa range of pnssnble bcn:ly mnvements L 'h of

: whichﬁﬂaa innate expressive potential and requires
+ varying degrees of coordination,

. 4 The elements of movement are space, time, and force.
~ 4. Manipulation of the elements of space, time, and force

‘makes movement an expressive medium in arts
Unit Objectives '
This'unit encourages students
1. to become aware of mn{/eménf as an element in art

2. to recognize and explore the elements of movement —
space, time, and force — and to understand how they
contribute to the aesthetic qualities of works of art and
the environment.

3.t0 understand how movement through the

mapipulation of its elements becomes an expressive
medium for art.




+~.Level 3f - Adithetics afd the SRR LN . -
Creative Process e | L
' ) , S g - LR
In this flevel of the curriculum the students take - Level 3 Qutcomes o
-elements_ of. the arts and i&e.environmént and creativelys This lavel of the curriculum .
transform them into a whof® work, All people who create encourages students
art, no matter what the arts discipline, go- through a 1. to describe and analyze the
similar process of originating an idea and organizing . aesthetic decisions made in i
. elements into an end product to communicate that idea, completing -a whole work of art, .3
Creating a characterization, constructing a dramatic plot, 2, to demonstrate their understanding
relating sounds and movements, creating word pictures of the creative process by organizing
=-these are.among the activities in which the students . a method or structure for creating a
make their own structure for the creative process, The work, by applying aesthetic criteria,
 Outcomes for the students are: Students examine the and by completing a work of art of
arrangement of elements in works of art and organize their own, ' o
their own method, or Structure, for tamplétiﬁé‘a whole 3. to criticize their own work in one
“work of their own design, Students can describe and or more art . .forms. . :
“ analyze the aesthetic decisions they used ‘in completing 4. to use their critical lahguage
the whole work, Students organize the eleménts into ) abilities to contrast the method or
methods or structures for whole works in a number of structure of the ‘creative process in
" arts disciplines and, therefore, can contrast the methods, fone arts discipline with another.
. Or structures, of the individual disciplines.  Students arel5. to recognize communication of
able to criticize, using their aesthetic criteria, their own] ideas and feelings as the end
work and that of their peers, Instructional units in this '
level are appropriate for students in grade 2 and grade 3.

' , <
Level 3 Concepts .

1. The creative process 1s central to each of the art forms,

2, Possession of certain basic skills and information is

necessary for creating an art work and for understanding .
an art work. - ' \
3. Creatlon in an art form involves an individual making

decisions about arranging or structuring the elements or

parts of art forms on the basis of aesthetic criteria,

4, Tt is the application of aesthetic criteria to the results

that makes the creative process in art different from that

in any other discipline,

5. The end result of the creative process in art is

communication of the artist's ideas and feelings in the

work of art.

‘f
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The creative process is the major organizing
theme for Level 3. A number of years aga, Saul Bass
created a film, Why Man Creates, about the universality
of the creative process. Th film's thesis is that creativity
. - is a characteristic of humanity — the trait that, with intel-

lect, distinguishes humans from the other species. The
universality of the creative process in all of man’s activi-
ties is stressed in the film. The arts have no exclusive
‘right to the creftive process, but the process itself is
essentlal to the making of art.
‘ . The arts have been considered somewhat dispa-.
~rately at the first two levels of the Aesthetic Education
Program’s curriculum, with the emphasis there placed
. on their uniqueness. In Level 3 the student is asked to-
look across the ar! forms for a major conceptual
connector underlying all the arts — the creative process.

The thing that distinguishes creation in the arts
from other areas of creative production, such as the
- sciences, is the artist's use of aesthetic criteriain .
credting the work and in judging the results. The creative
process through which each artist defines and develops a
work of art by arrangement and selection of arls
Elements isthe Ennceptual lmk fm' Level 3. The differ-

the drama' the sculpture, the dance, the symphcny
rather than in the general intellectual process by which
they are created. Within the units, a focuson individual
works of art provides examples for engaging the students
in the creative process and creative experiences,
allowing them to recognize that there are multiple solu-
tions to the problem of creating a single work of art.

The unique artistic judgments and aesthetic
perceptions that each artist individually brings to crea-
tion are explored in Aesthetics and the Artist, Level 4.

Oufcames &

students are asked to uperate as mdmdual% whrj utllue
aesthetic criteria to create. Throughout their experiences
with the tnits, the students have opportunities to create
art works with movement, words, sounds, and images, or
any combination of these. The students become able to

'

and analyze aeﬁhetlc declsmn makmg is the ma]m:
outcome of this level, since it is the use of aesthetic
criteria lo make demsmns that dlstlngmshes creatmty in

 the arls: {ram the same process in other fields.

Recggmtmn and understanding of the process of
Drgamzmg a methud orstructure fnar creatlng wurks of art

and cnmpletmg a V\znrk of art Tha activities are demgned
s0 that the structure of the decisions comes from the ‘

- students and not from some outside source that directs

their creative efforts. The students decide, adjust,
and decide again, while constructing a dramatic plot,
creating expressive and fluent word pictures, and
deciding upon and examining their péint af viewina
photo essay.

 Athird outcome for the students is that they
become analytical and critical of thElwan work in one
or more art Torms. Simply put, they becomestheir own -
critics and develop the ability to make aesthetic judg-
ments about the quality of the elements in works of art.
Related to this outcome is their ability to use the begin-
nings of critical language to contrast the method or struc-
ture of the creative process in one arts discipline with
another. Words and concepts like *'close-up,” “transition
statement," “dramatic cenflict{ and “logical sequence”
become functioning parts of their vocabulary. A final
outcome for students is their recognition that the end
result of the creative process is communication of ideas
and feelings.

Concepts

The major emphasis in Level 3is on the relation-
ship between the arrangement and selection of arts
elements and the end result. The creative process is at
the center of each of the art forms. Creation does not
happen in a vacuum — an individual brings something to
the creative act. It may be a background of knowledge
about the thing to be created or a range of experiences
rélated to the problem to be solved. It may be sensitivity

b4
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jg€Tmatter; or an acquired manipulative skill,
- orapergbnal response to a felt need. Just as certain basic
“skills ahd information are'necessary;ta crealing an art
work, they are also essential for understanding an art -
g:ﬁ-k. Crealivity is not a substitute for knowledge, but 4
sapplementtoit. o
A secand concept is that creating in an artform
_ involves an'individual who makes decisions about the
elements or paris of art forms onthe basis of aesthetic
criteria. There are general parametersin any creative -
- problem-solving effort: defining the problem, creating a
method for solving it, experimenting with that method,
and designing the solution, The aesthetic criteria the
- individual applies to the process are unique to the arts,
and they are what makes the end product a work of art.
* The third concept at this level js that the end result
of the creative process in art is communication. {sing the
creative process means designing or selecting a tech-
* nique, establishing aesthetic criteria, and applying the
crileria to production of a work of art that communicates
the individual’s point of View.

Sequence
The sequence of units within Level 3, Aesthetics

and the Creative Process, gives the students many oppor-
tunities to create within each of the art forms using the
efements and substance of each. The students work with

arranging the arts elements, the decision-making proc-
~ ess, and the artist’s use of aesthetic criteria to judge the
end product. Students are introduced to this level
through Examining Point of View, a unit which defines
point of view as a compound of what I know, what -
[ feel, what I see, and what | imagine. Each unit in this
level builds on the application of individual points of
view to the creative process. The more aware we are, the

H =

point of view.
Examining Point of View uses photography as a
vehicle to engage students in developing visual points of
view and delimiting their subject matter in ways which
define the overall concept they wish to communicale.

. , ' - T ,
From this general introduction to the creative process the

students move lo Arranging Sounds with Magnetic
Tapes, a unit that presents environmental sound as one
basis for musical composition: The students use a range

" of taped sounds to solve a series of sound problems. In

- Greating Patterns of Duration and Pitch the emphasis is,
on understanding the role of pitch, duration of sound,
and patterns of both pitch and duration in music. The
students are’encouraged to develop their listening skills
and to create their own sound patterns,

The next unit is Creating Word Pictures. The
emphasis here ison using language for its sensuous
qualities within the context of communication, This unit
can serve as an introduction to creative and imaginative
writing and the use of language for all its sensuouis
qualities, : : .

- Relating Sound and Movement juxtaposes twd art
forms, music and dance. It uses the basic elements of
sound and movement as they relate and as they contrast
to solve creative problems in movement. With the next
two units the students explore some aspects of the crea-
tive process as it applies to the theatre: in Credting
Characterization they develop a character as an actor
might, working with physical and vocal expression of
human emotion. In Constructing Dramatic Plot, the
students work to strugture a logical and elaborated plot
foreither a play, a story, or film. At the end of this unit
they use improvisational techniques to present student-
created plots.

: The students then work with Forming Movement
Phrases, a unit that gives them an opportunity to take the
basic elements of movement and create a dance or dance

, sequence within a given physical space. The culminating
unit for this sequence is Creating with Sounds and
Images, which draws upon the content of many art forms.
The students are given the opportunity to create a visual,
aural, and kinetic statement expressing an idea or point
of view each has chosen.
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1. Ask a panel of writers, visual artists, and musicians. all of whom do similar work in their art form, to
discuss their individual points of view and to demonstrate how their works exemplify their individuality.

2. Visit a graphics studio. Discuss the importance of word pictures in developing an image. in characterizing
a product, and in expressing a point of view. - -

3. Visit or invite into the classroom artists who work by limiting themselves to certain techniques or
elements. Let them demanstrate that-artists can work within a narrow framework and still be creatiye.

4 Invite an art critic from a lacal newspaper to discuss the creative process as a part of creating art.

5. Have artists such as lhea&eigiirectars.gﬁnrengr—aphers. or film directors discuss how the group process -
§C§Eﬂ Agk'them to discuss their relationships with the other peaple they |

functions in creating a work

work with. e
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[Examining Point of View
A definition of point of view includes those thmgQ

that can actually be seerifrom a particular location; -
perceiving a particular part or aspect of a thing or'idea;

recreating an idea or thing through imaginative selection
- and elaboration. An understanding of the concept of
point of view is central to developing and increasing -
visual perception. Through photography, the unit

_ introduces students o 4 way of using aesthetic criteria to
see and select a visual statement from the environment

;hat expresses a persana] point of view.

To develop théir personal understandmg of pomt
of view, the students are presénted in the initial activities
_with four aspects of the concept:
1. Exposure to only a particular aspect of a thing
may result in a-correct perception of a part and yet
an incorrect generalization about the whole. The
students read and discuss the fable of the blind
men and the elephant.
2. Changing the perspective from which you view
an object can change both your perceptions and
your feelings about the object. A series of sketches
showing different views of a fish illustrates this
for the students. :
3. Your feelings about anything may be based on
value judgments which are in turn based on
purely personal preferences. The students read
and discuss a conversation between identical
twing about their divergent opinions on clothes,
sports, and food. ,,
4. The imaginative re-creation of a thing or idea
’ depends on accumulated personal experience. All
the students hear the same descriptionofa -
nightmarish monster and yet their drawings of the
monster are all different.

v Once students have grasped the whole concept
and the role it plays in perception in general, point of
view is introduced as part of visual perceplion, particu-
larly photography. Two basic premises of photographic
art are presented: first, artists use the camera viewfinder

Q

. selecting, from a whole, that part which one prefers; and *

b, . | | )

as a tool to express themselves; and second, arhsts as -
they manipulate pqint of view, use the environment asa
content source. The viewfinder way of looking at Ihmgs

helps students view, scan, and focus upon their environ-

ment in a new way. Thus, they bécnm& involved in

subject and form discrimination from their own point of -

view, making comstructive use of their experience with
images to probe deeper into: the wnrld around them and
their place init,

To develop their personal understsrldmg of point
of view, the students begin with a study of examples of

~phmggraphlc techniquesfor showing ideas, and criteria
for judging the expressiveness and aesthetic quality of a-

photograph. They then take their own photographs,
learning to move a camera in space and to alter the -.
scale of objects (close-up, middle shot, long shot). In
experiments with viewfinders, frame corners, and
cameras, the students manipulate one of the most
expressive elements of photography — the dramatic use
of frame. They use framing as a way of mdxcatmg
personal statements about the effects, meanings, and
interpretations of their photographs.

The unit culminates in an activity wherein the
students, using aesthetic criteria, plan, create, and judge
a photo essay that presents their personal point of view
of a parncm of their environment. ™

Materials in this instructional unit include the

' following: Teacher’s Guide, Point of View student book,

frame corners, viewfinder, activity photograph, and
phutngraphlc equipment,

Unit Concepts

‘1, A definition of point of view includes: perception of a

part of a thing or ideq; those things one can actually see
from a particular location; selection of preferred parts of
things: and imaginative recreation of an idea or thing.

2. Photography as an art form is an expression of
personal point of view in combination with the
photographer's physical position in space and tec
ability. %

3. Delimitation, the prucess of selecting subject matter

from the environment, is-a necessary first step in
photography.

hnical

o



* 4, Delimitation, distance, angle, and view are

manipulated by the phnmgrapher to express a partu:ular
point of view,

5. The artist/photographer yses the environment as a
source for inspiration and content.

Unit Objéctives

This unit encourages students

1.to perceive and understand two basic premises of
photographic art: The artist uses the viewfinder and
camera as expressive instruments to make visual
statements, and the artist, through manipulating point ol
.view, draws on the énvironment as a source for - ’
inspiration and expression. '

2. to form a personal definition of point of view.

3. to express visual point of view using a viewfinder and ’
camergo delimit subject matter, select views, and
create'perspectives using aesthetic criteria

their aesthetu; awareness of phutngraph_y as an art form,

Amanging Sounds with Magnetic Tapes

“In this unit the students do just what the title says
they will dothey use magnetic tapes to arrange and |
rearrange sounds. Students juxtapose sounds of different
rhythms and tone colors, such as squealing pigs, orches,
tral sounds, and sonic pings, and change their duratmﬂs
After an introduction to simple arranging of taped
sounds, the students are given a library of twenty taped
sounds and a splicing block with attached take-up reel
and scissors — these are their tools.

The students listen to tapes which explain simple
composing with taped sounds. Then, workingin small
. groups, they pmcppd to make their own sound arrange-
" ments by spllcmgflve then ten, and ultimately, twenty .
sound selections from the library. The students discover
how to arrive at compositions having unity and balance
by varying sounds in terms of time, content, and other
elements. They also present and discuss thenrtapf_—: :
cnmpnqltmns and on the hasls of thmr lllszllﬁSlDH‘%

The activities in the unit require the students to -

“compose and arrange sounds at varying levels of

complexity, using the behavior of the composer/arranger

* as their model. In one of the simpler problems, students

working as a team of four are asked to choose four *
sounds and arrange them into a theme, deciding what -
kinds of sounds to use and how long they want each
sound to last. They then repeal their theme three times to
complete their sound composition. A more sophisticated
task for the students begins with arranging anmher
three-sound theme. This time, however, instead of -
allowing whatever pauses or rests they have declded
upon to remain silent, they are asked to compose a sound
of their own — something that will put them “inside"" the
composition. The students then judge what they have
composed as it relates lo the rest of the arrangement —
how well it ties together what came before it and what

follows it.

When they make decisions about the planrnng and
construction of their sound arrangements, the students
are involved in the same creative process experienced
by the artist. The unit also exposes them to different and
unusual sounds so they can better appreciate the wide
range of sounds and musu: in their environment.

Materials in this instructional unit include the
following: Teacher's Guide, sound library board, sound
library tapes, narration tape, charts, holding boards,
leader tape, fplmmg blocks, and sound-action cards.

Unit Cﬁﬁcepts

enhances appremanon of the mde range of sounds and
music available in contemporary society.

2. Work in the mediumof taped sounds requires the
meehanical skills of cutting and splicing tapes.

3. The form of a musical theme is developed using
repetition, duration, and silence.

4, The composer/arranger uses repetition, duration, and
silence to create a theme and variations.



1. lﬂ bgcnme aware nf the creatwe pmcess of the
arranger/composer through the selection and
- arrangement of sounds.

2. to investigate different and unusual snunds 50 they can
better appreciate the wide range of sounds and music in
~ ourculture, .

3. to.practice the mechanical skllls of cutting and splicing
~required for working with taped sounds.

4. to experience musical form through using repetltmn
duration, and silence in developing a theme.

‘Creating Patterns of Duration
and Pitch
~ Certain basic musical skills are necessary for
increasing musical understanding; the highly abstract
«nature of music requires development of these skills.
rr?uml 8 appmach to the understanding of musical
: unication is based on the primary-grade student's
relationship to the three levels of aural perception —
hearing, listening, and assessment. Most have aftained
the hearmg level. This level has no aesthetic significance
and is the visual equivalent of looking but not seeing. On
the other hand, the third level, assessment, requires
analysis and performance training. To the young student,
this level is of no major consequence. Itis the remaining
level — listening — that'can give the primary student a
ma]m lnlrnducnun tirﬂi ’3& fbf music.

pitch duratmn of suund, an_d palterns of bnlh pltu:h and
duralion is the beginning of understanding the composi-
‘tion of whole musical works, which are built of patterns
supplying form, variety, and unity. The unit is designed
to develop an understanding of the part plaved by
patterns of sound duration and pitch in the total musical
work. Students listen to sounds of short, medium, and
long durations and manipulate symhols representing
them. Using visual svmbols before actual sounds, the
studentg create patterns by counting various sound

Q

durations irt a series. Then they perform their own
patterns or those of their classmates with a musical
instrument or their own voices. Next they add pitch to
the duration patterns. The approach concentrates on
understanding patterns of pm:h and sound as the
elements that sipply form, variety, and unity to a
~musical work. |
Materials in this instructional unit include the . ™%
fnllawing' Te” ’her’s Guide, infnrrnatmn bnnklet pattern

pattern sheets, duratmn symbals. maracasi and wmd
instruments, T
Unit Concepts : -
1. Sound patterns are made hy varymg sound duration
and pitch.
2. Musical compositions are given form, variety, and
unity by manipulating patterns of sound duration and
pitch.
3. Manipulation of pattérns of sound duration and pitch
can create a whole musical work for appreciating and/or
valuing,
Unit Objectives -
This unit encourages students
1. to recognize that sound pallerns are made by varying
sound duration and pilch.
2. to become aware that palterns of sound duratmn and
pl[Ch give musu:_al compositions form, variety, and unity.
3. to understand that artists manipulate patterns of
duration and pitch to create musical works.
Creating Word Pictures

Precise and flexible comhination of words is the
most active verbal process used by a speaking being. The
delight of cognitively perceiving the images that appear
through the manipulation of words is an extremely
important-and vet much ignored, process in the develop-
ment of the verbal heing. This unit exposes the primary
student to the process of word combination with an
emphasis on the sensuous perception of objects
and events,
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-Aword ca'n: tell you what to see; what you want me

to see, what ] want to see; what you want tozemind
yourself to se¢, what  am reminding myself of. A word is
used to name a thing, but you must know the thing before
you need name it. In this way, language is basically
symbolic. Each word has a specific referent When you
hear a word, you can think of the look and sound and feel
and movement, the smell or taste of that thing. All of its _
sensuous attributes can be examined when you concen-
trate on the thing that the word is. Two words, both
unique, can be combined into a context to say a thing
more specifically, a little differently, or in a new way.
Thiough precise combinations) words define or expand

~ meaning (literal or symbolic) and-allow new images to be -

-produced and perceived by the siudents. Finally, words
can be positioned to construct a total picture, to capture
or express thoughl
combmalmns of words can be recogmzed not cmlx as
phonetic symbols, but can alsa be visualized and known

~ and welcomed on various levels in the region of the

" internal eye. With this knowledge, any student can turn
on to words, language, and ultimately, literature and
poetry.

" The appearance of the precise verbal being — the
poet the crmc - thls oulcome 15 a lang hme cnmmg It is
parfﬂf the lcmg paradei Wm’d EDllelnl[lg may conclude

in poetry writing. And an understanding of word
combining may conclude in critical analysis. More
immediately, the outcome of these eight or nine hours of
study might be simply an ability on the part of the
student to laugh at verbal combinations. This laughter is
important because it is a cue. You must perceive an
image before you remgmze the intrinsic humor of the
thing. (“Lightning toes™ was a howling success in one
classroom trial.) Or the unit may result in an ability on

* the part of the students to choose more precisely the

words they will use to gxpress an idea. Combining words

may (and did for one teacher) conclude ina child’s

+ questioning, “Can I use my imagination?”

The two basic concerns of the unit called Creating
Word Pictures are the students’ growth in communica-
tion and in creativity with words. At the end of the activi-

_ ties the students should be better able to communicate

effectively and imaginatively i in the English language,
both orally and in writing.

The activities are based on groups of word Eards
The students describe verbally the sensuous connota-
tions of words they select. By combining two words, they
create original and humorous images and change them
by transpoding them. Through the activities, the students
become aware that words can evoke all the senses to
enhance the aesthetic qualities of language.

The students also describe their sensuous percep-
tions of words through written or verbal means and in
drawings. Finally, they demonstrate that they can use
words creatively to communicate thoughts effectively by
constructing cﬂmp]ele throughts and sentences, by’ -

" consciously using the sensuous properties of words, and .

b,

by experimenting with word combinations until they
find one that is acceptable.

In this unit originality is more important than
logic; the freedom to play with words outweighs
grammar. When students fegl free to combine words
without constraint and to savor combinations which
please them, their minds will be open to not only their
own creative imagery, but also that of others — frlends,
writers, poets.

Matenals in thlS mstructmnal unitinclude the

WarthBook student book,
Sheets, and diagnostic

éclivities sheels.
Unit Concepts
1. The sensuous perception of an object or event can be
communicated by the connotations of the words chosen
to describe it.

2. Words are symbaols that are used to communicate
ideas. _

3. Every word has specific connotations and can be

combined with'another word to produce an image
emhodying the properties of both words.

- /
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* 4. Words tan bg used crs-shvely and sEslhshcslly to
embody an image. -

" 5. Two words Esd in son]unstmn produce an image

: smbndymg the properlies of both words — an image that
will change as tﬁs words ate transposed.

Unit ijesﬂvss ¢

" This unit snsaura@s students -
“1. to describe vgrbslly the sensuous connotations of
~words. o ‘
2.lo sxp]nrs srsstiﬁg original and humorous word
‘images..
3.10 dsm’bnstrsts they.can use words creatively and
effectively to communicate thoughts.
4.t0 dsmonstrste thrat words can evoke all the senses —
seeing, touching, smelling, hearing, and tasting —
‘enhance the sssthshs qualities of language.

_Relating Sound and Movement

In the artistic, aesthetic dimension of dance-music.
events there are three pessible relationships between
sound and body movemdht. First, as accompaniment: the
music may accompany the dance or the dance may 4
accompany the music. Second; they mayrelateina m%ﬁs
equal balance. Third, there may be no intended relation-
ship except.chance because the dance and the music are
conceived and written as independent works.

Relating Sound and Movement is an introduction
to this sophisticated and often complex fusion of
movement and sound in dance and mu\s/gwsvsms
‘Exploring the relationship between sound and body
“movements will enable students to experience these

events more fully by focusing their attention and crea-
tive efforts on this aspect of dance-music events,

The unit is designed to provide students with a
.vehicle for exploringand experiencing centinuums
within pitch, tempo, and amount of intensity in sound:
within amount of space, amount of timesand amount of
fDrEF in mDvement The dctwlnps are arr: i’gsd to rsfms

"

sgund snd rnsv_smsnt, match suund w1th movsmsnt.
contrast'the two; and finally, integrate their experiences
with sound and movement and share the results with
other students and the teacher.

The content of the explorations of sound and

and strcmg -weak/loud-soft; is only a means to‘under-
standing, and it was chosen to guide the students to a
focus in movement and sound. By sttsndmg lo very
specific spunds and very specific movements, the
students rslsts these two mediums intentionally and
begin to perceive the range of their relationships.

In order to begin to explore the relationships that
can-exist; befwssn sounds and body movements, the
students. ?irst lock at a film on movement and listen to a
variety of sounds, and then move and create their own

sounds from a variety of soundmakers. They learn to

differentiate high-low, fast-slow, loud-soft, and strong-
weak sounds and movements. They are encotiraged to
make use of sounds and movements that they see.and
make themselves every day. The students also work to
refine their perceptions using a variety of soundmakers,
flashlights, and their own shadows. Finally, they work in

* pairs to develop a sound-movement experience that *

builds on matching similar sounds and movements and
contrasting opposite sounds and movements.

. Materials in this instructional unit include the
following: Teacher's Guide, Continuum student book,
record, films, flashlight belts, chart, answer sheets, and
observation sheets.

Unit Concepts

1, Sonnd and movement phenomena can be related by
matching or contrasting the dynamics of the.
corresponding elements of the two meiia: matchingor
contrasting pitch, tempo, and amount of intensity in
sound with amount of space, amount of time, and
amount of force in movement.

2. More knowledgeable perception of a dance/music
event is achieved by breaking the experience down and
recrealing its specific components of sound and
movement.

& . ; : 53
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* movement within three continuums, high-low, fast-slow,



3. A series of intentionally chosen and related sounds

and movements is, in essence, a dance/music work of art.

Unit Objectives ”

This unil encourages students

1. to explore sound elements by listening to and

producing sounds of varving timbres within continuums

of high-low (pitch), loud-soft (intensity). and fast-slow

(tempo}.

2.to explore movement potential within three

quantitative dvndml(,% ln rvs[mnfhng to examples of

high-low. fast-slow, and strong-weak movements,

3 to investigate relationships of sound and movement by

mdt(hlng and contrasting sounds and movements.

4 {0] devs op a sound-movement statement that
corporates matching similarsounds and movements

ani!f.;mnlmsting opposite sounds and movement.

5, to.criticize and evaluate geeir work and their peers’

-using aesthetic criteria.

Creating Characterization

One of the elements in the theatrical experience is
characterization. Characterization may be defined as the
actor's process of %c']s*i”tim svnthesis, and expression of
the [H‘[‘%(ln;lllh traits, mnntmn al and intellectual, of a

charagter, In preparing a part, actors will identify

specific mental and emotional characteristics of the

‘personality they wish to portray. The characteristics

E

chosen must then be organized and related to ather
facets of the character's personality and motivation.
Finally, the actor's hody and voice must be made to
express those characteristics for the audience. The
ability to perceive any portion of the actor’s portraval
increases the students' capacity to experience the
phenomenon of theatre.

This unit directs the students’ :l”(‘ll[l()[l to one
aspect of theatrical characterization, the exprassion of
emotions, Creating Characlerization exposes the

students to these major modes nsed by the actor: facial
expression, gestures, bodv movements, and vocal expres--

sion. While students will he involved inimprovisations
%

Q
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Aruitoxt provided by Eic:

based on personifications of $pecific emotions, partie-
ular care should be taken to avgid a stereotypingof
expre&;sicm There is no one “righ!t” or,"wrong" way lo
express an emotion, The important points are that the
%turif'n{s gain 1. a knowledge of different modes of non-

vocal and vocal ex preaamn and 2. a knowledge that the
pnrtmval uf E:mntmn ina tth[[‘lell context is a deli b-

( reating Lhurmlﬁnm tion deals with the phvledl
and vocal expression of emotion in a theatrical charac-
terization, Thf—? students are introduced to the word
“emotion” and encouraged to think ahout the range of
emotions, Then, through photographs, they begin to
explore how a character's emotional traits can be

-expressed through physical means: face, harfds, arms,

legs, feet, body. They begin to understand why, as audi-
ence members, thev should carefully attend to the rela-
tionship between emotion and movement because it has
been consciously worked out by the actor to tell the -
nmlwnrp something about the ¢ haracter's personality.
The students perform, evaluatz, and then improve their
own characterizations.

The process of recognizing emotion in characteri-
zation is then repeated, concentrating on vocal expres-

sion, HEI‘E. too, the %tude‘nts are aaked o rec ngm,{e the

vocnl means of vxprp;sinn 'The %mdems chatP thmr own

Tnmhmmg voice and movement lo express
cmotion is the nex! step in the process of characteri-
zation. The students experiment with several combina--
tions and then select the vocal qualities and movements
they think hest suited to'express a particular emotion.
Then thev frv out their selections on an audience of
classmates and teacher to see if they have communicated
their intention.

The unit also includes an exploration of the use of
color and texture in costume. lighting, and theatrical set

~decoration as thevrelate to an actor’s characterization,

The exploration of the relationship between colors and
amotion, and textures and emation is important because
itreveals astimulation mode utilized by actors as they

Ell .,___' | 3



. 4
work on developing characterizations. It also leads the
students to use their imagination and to think in alterna-
tives, While the students are still lonking at characteri-
zation, now itis from a di[f!—‘l‘[?ﬁl point of view. Where
emotions were used as the starting point in thefirst part
of the unit, in the second part, color and texture are used
asstimuli. Theidea, of course, i5 o h;ms the students
understand that there is more tHan one creative
approich to solving the characterization problem. They
work first with one color and one emotion and then with
one textire and one emotion, always attempting to
express related emotional traits in their selections.

, Materials in this instructional unit include the
fn”nwing* 'l'é!nrhcr’s‘ Chide, M()Ii(m student hxmk char-
'mqlt_(..h huuks. setof Lmd:a. thc:.;ztnf:dl gﬂlh. hlmsatz ip,
record chart, answer sheets, and evaluation sheets.

Unit Concepts -

1. Voice and movement ag well as color and texture may
‘he used as stimuli for characterization. . J

2 Ina deamatic characterization a character's emotional
fraits can be expressed physically and vocally.

3. An actor consciouslydevelops the _r"c':lsjllinm;hip
between movement, voice, and emotion to tell the
audience something about the character’s personality.

4, Color and texture can also he used as stimuli for
scharagterization,

Unit Objectives

This unit enconrages students
1. to increase their capacity to experience ae wthetic
phenomena in theatre by perceiving and describing how
emotion is used in 4 lhcmtrlml characlerization.

2 0 exprlore using their bodies and voices to p\?}
gmotion.

4. to hecome aware that the relationship betwean voice,
movement, and emotion in a chdracterization is the
- result of an actor's conscious choices,
4. 1o recognize that color and texture mav he used as
stimuli for characterization. ™ w ’
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Cansfrucring Dramafic Plot

The ability to perceive more clearly any of, thv v
elements of dramatic structure increases the students’
capacity to experience theatre, An understanding of
Adramatic plot, a significant aspect of dramatic structure,
will increase the students” aesthetic perceptions of the
theatrical experience.

Dramatic structure Im[]]lF“% a sense of heightened
interest on the part of the audience an(l a perceived
unity in the theatrical experience. The audience can
experience heightened interest if the performance
contains relevant incidents: if they can perceive the skill
with which the incidents have been selected, arranged,
and developed; and if there has been an arousal of
suspense. Unily requires selection, arrangement, and
development of incidents into an organic pattern of
birth, growth, crisis, and resolution. |

A dramatic plotis achieved by the selection and
elrr;mgenwm Df incidenla‘ %Plting (‘h'{lT{IClPF"ﬁ‘ c"i’mf]i(;l‘
ene d mtpn '%t lhla unll lmd% tht '%HlfiPﬂ[% tn an III’l(iF‘F
ing of dramatic plot structure by having them
manipulate these elements in the dgvelopment of their
own dramatic plots. The experiente should cause
students to have a deeper understanding of the elements
of dramatic plotand increase their ability to recognize
these elements when viewing a theatrical performance.
The students also experience some of the joys and
sorrows of the plavwright as thev arrange and rearrange
the elements of their own dramatic plots,

This unil is designed as a series of three games,
each posing specific problems, By selecting and
arranging the elements of dramatic plot structure —
characters, setting, incidents, conflict, erisis, and resolu-
tion — the students solve the problems and begin to see
how a plavwright uses these elements to achieve unity 1%
a hay and create heightened interest in the audience,

[n the most hasic game the students should be able
to select characters and setting for a plotand to put
together a short and simple story by arranging incidents

LSy ]
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into logical sequences. Then they are asked to put
together simple but longer stories, When the students

- have a firm grasp of the basic elements and can manipu-

late them into a logical order with confidence, they are
reacy to progress to the second game in which they begin
to elaborate their stories with characters, setting, a
conflict, and incidents. ThaThird and most challenging
game requires stories with a crisis and a resolution in
addition to plot, charicters, setting, conflict, and inci- -
dents. Finally, the students act out their dramatic plots.

#
At the highestevel of sophistication the students

consciously use [fn; concepts learned in the unit to write
a short plav. Not every student will reach this level. But,
while many students may not progress bevond devel-
oping simple plots, the important ¢ int is that all of the
students have worked with this ele. ent of dramatic

siructire.

There are several basic ideas essential to the con

‘'orming Movement Phrases
~ The rules for (l(:velupmg aesthetic form have
evolved from human experience. Although there is no
universal agreement about the adsthétié nature of any
particular form, there is agreement among those who
perceivedhe form that a particular set of rules is
applicable to the construction of that form. This unit
attends to the rules or concepts which describe or
prescribe aesthetic forms of movement, "
We have control over our bodies and their

movement. We can make an infinite variety of move-

ments, each of which is unique because we made it.
cept of
forming with movement; we can start and then st_up, two
bodies cannol be in the same space at the same time; and
creative movement is serious and hard wurlg. although it

o R, . L also can be fun.
Muterials in this instructional unit include the. . R

following; Teacher's Guide. game board, rules sheet,
m,rcl dec:Lsi and set of sample drennamz plot cards,

The unit examines how movement can be ﬂffLL[Ed
by artistic intention; how repetition and contrast are’ '
used; what the elements of movement are; and how to
begin to judge movement on aesthetic criteria.

I Dramatic plm amajor element of dramatic structure,”
is theselection dn(l arrangement of inc jdents, charac ters, .

setting, confligt, erisis, and resolition into a theatre
experience.

The students are introduced to the creative
process of forming as it applies to forming movement
,'phrase.&. Forming requires conceplualizing, organizing,
and carrying out an idea, Through the activities the
students learn what a movement phrase is and explore
the uses of repetition and contrast in a movement phrase.
They also come to understand the meaning of artistic
intention in forming movement phrases.

2. A dramatic plot hegms to be ivvf Inpml by linking a
series of incidents.

[3

3. A dramatic plot has an organic paltern uf heginning,
< development, crisis, and resolution.
4. Playwrights use elements of dramatic plot tn; reate The students explore three major elements of

plays. _! _ movement: level, direction, and dimension. Then the
Unit Obiectives o o students look at and participate in movement as farmed
Ur jective: o by chance, They begin to apply what they have learned

B

Thisg um[ ENCONTALes § students

F*‘F’fn increase the'lrmlpm itvto experience theatre hx
( becoming aware of dramatic plot as an important
element in dramatic structure, they are asked to mdke )udngmg .1huut thPlr muvpment

by organizing movement phrases. They demonstrate
their gra%p of the} cum‘eptﬁ hv crrxating movement

phrases and those of their classmates hased on aesthetic
criteria. :

2-4p experience and create dramatic plots by %‘f‘lf’f‘fm}:
arranging incidents, characters, setting, conflict,
six_and resolution into a theatrical event,

Materials in this instructional unit incluce the

i.ai.
\ i | )
Q . :
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following: Teacher's Guide and MuvemEIIL_J%E?VEL Direc-
. e < . = Beef
tion, and Dimension student hooks. a

Unit Concepts '
1. The creative process of forming requires
conceptualizing, organizing, and carrying ont an idea.
2. When forming movement phrases, the elements of
repetition and contrast are applied to the creative
Process. .
3. Movement phrases can be varied by forming them at
different levels, in different directions, andin different
dimensions or sizes, |
4, Artists conscionsly nse movement phrases to
communicate their ideas and feelings.
Unit Objectives
This unit'encourages students
1. to experience composing movement phrases for a
specific intention. ‘

, : ,
2. to describe the aesthetic decigions used in compleling
amovement phrase of their owfi design
1. 1o recognize repetition, contrast, level, direction, and
dimension in movement phrases. ;
4. 1o criticize their own work and that of classmates using
aesthetic criteria, o

Creating with Sounds and Images
Here an image.

There an image. ;
Evervwhere an image, image,

"Here a soun.

There a saund.

Evervwhere a sound, sound.

[mage, image; sonnd, sound —

Image, sound, image. sound,

All around, #

Marshall McLuhan in The Medium s the Massage
was the first to popularize the idea of the image overload
in our society, It seems now that he only pointed out the
forest that we'could not see for the trees of magazines,
television, billboards, and movies. Accompanying the

i
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images which now move and have color are all.the life-
like and higger-than-life sounds of talking margarines
and singing figs. We live out our lixg‘és bathed in,:;and
sometimes awash in, soundsand images,
The unit called Creating with Sounds and Images
is designed to help children understand these phenom-
_ena, how they work together and how they can be used to

tion of the environment. The unit presents the concepts
that images with their aesthetic qualities communicate;
that to enhance their communication potential they must
be carefully selected and sequenced; and that when the
phenomenon of sound is added to the images, the
communication can be made more powerful.

To explore the idea that images and sounds
communicate, the students try communicating without
words. They make their own drawings to convey partic-
ular ideas or incidents, and they select from a set of
photographs those which convey particular information
— someone's anger, how to make something, something a
person might see in a dream, etc They discuss and
experiment with matching and contrasting sounds and
images, exploring various possible effects.

As an introduction to the idea of sequencing, the
students improvise situations and select and draw
several images with the intention of communicating a
particular situation to others. The students listen to

Yportions of stories, and by supplying different “befores”

and “afters" for the stories, they come to understand
that, in addition to selecting images from an existing
sequence, they can create part or all of the séquence.
They hecome aware from this procedure thatchanging
the parts of a sequence alters the whole. They also
know thata new story or intention for a'sequencegcalls
for changes in the sequence. To grasp this, they cigate /
image sequences in response to stories of increasipg
difficulty and complexity. Through a‘v;}i%ﬁ"f}”f*q‘f;ﬁl“ther
sequencing aclivities the students leaerd the importanee
of timing when putting images and ounds together, and
ationships between

they discover the many potential re
image and sound based on the complexity, mood, color,

etc., of either image or sound,

& i ‘ . .%i:‘x
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In the culminating activity the students create
their own lotal image/sound presentations with their
own images. sounds. ;;md natration. When lheé}' have

. image and .ﬁnum!,

The students also develop some criterin for evalu-
ating the multitude of %mlnd/'im*luf‘ communications in
-_%mn Ihe ireffec lm ness, ;m(l ln tir pnlf nti dl for

COMMINIc dlf‘ lhe-n awn lhnu;h s m[ 1 mmu- und
mlln(i

=

, Materialsin this 1mllruc tional nit include the
© following: Teacher's Cuide, slide/fape presentation, set
. of photographs, taped sound effects, stimulus stories,
photegraphs. story cards, dnnhu;ml sheets, slides, and -

slicdle mounts, . ) .

Unit Concepts w

1. Images and sougds have aesthetic qu.llmc 5 mul are.

ised us modesof © vmmunication,

-2 Effective communication [(,?Illlllf!h' well-chosen images
and sonnds, o )
3. The nature of the way we communicate is affocted by
[hf‘ ni“’tbe-tir t‘hnirw im'n]\'vd in %‘t!lr!r‘-iin” or creating, in

Unit Db]gcm es. : ' __—
This unil encourages students

L to hecome aware that images and sounds with their
aesthetic qualities are modes for communication

2 to understand that complex and detailed
communications require i series of images and soundy
that must he carefully sequenced.

3. tacexperience the complexity of sound/image
re*]ali(m%hi H’hnw nmm‘i.(i(;]nr.si;it; and dvnamics can
o (luvnlnp snme ;wlhnli(; criteria for evaluating the
+ multitude of sonndsand images in our society,

5. to practice communicating their own thoughts with
images and sounds chosen using aesthetic criteria,

Q .
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Level 4: Aésthetgls and the Artist

Who are the people that make works of art? Why do

they do it? Where do they get their ideas? These are the

questions explored in this sequence of units. GStudents

see how the artist takes an idea, wark% with arts

elements, and organizes them into objects and perform-

ances. Students also create their own art Wworks, doing

activities that are amalogous to the prac%;%es the artist

uses. The outcomes for the students are:“Students

understand that artists are individuals involved with everyday
" human concerns as well as with aesthetic and artistic

concerns. Students perceive, analyze, and describe the

process that artists use in creating a work of art,

Students engage in activities similar to those artists use in

creating works of art. Students understand how the artist

as an individual has an effect on the form and content of

the art work itself. Students develop a critical 'language

for both dESCflblné and responding to works of art.

Instructional<units in this level are appropriate for

students in grade 3 and 4.

Level 4 Concepts

1. Artists get their ideas from what théy See or hear in d
the enviromment, from what they have EKPEIIEﬁLEd and from
their 1mag1natlans or interpretive sense,
2. The art form dictates the processes, methods, and
téchniques used by artists, and the individual artist
brings a personal imagination and way of working to the J/
prdcess. .
3, The individual is the variable who makKes each work of
art unique. ' : ,
4., Describing and responding to art works requires
critical language bkfua.
“Level 4 Outcomes . L
This level of the curriculum encourages students : 4. to understand how the
; 1. to understand that artists are individuals involved with artist as an individual has an
everyday human concerns as well as with aesthetic and effect on the form and content
artistic concerns. b of the art work itself,
2. to perceive, analyze, and describe the process that 5. to engage in activities
artists use in each of the art forms to create their ‘works and experiences that are
* of art. ‘ similar to those artists use .
3. to make distinctions between the way a visual artist in creating their works of art;
solves prablama in a Scu;pture or painting and the way a 6. to develop their critical
composer solves problems in music or a choreographer language skills for describing
in dance. ! and criticizing the creative

process and works of art.

ERiC I
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The artist as an individual is the subject matter for
this level of the curriculum. The way the artist works and
the artist as a person are (wo major themes that are
emphasized. The process that the artist uses o develop
or make art is exemplified by artists in many of the art
forms: the sculptor, the painter, and the graphic artistin
the visual arts: the aclor in theatre arts: the choreogra-
pher and the dancer in dance: the filmmaker and lhe
cinematographer in film; the poet, the storvieller, and
the pldmrlgh in literature; the composer in music: and
the critic in arts criticism. Each of the artists is also
shown as ap individual with the evervday concerns of
the rest of humanity.

in the lm'nlwlh century lhs‘ arfist's mlf' is hruml

additional opy }[l[‘[ilﬂilif"—i to t—‘q]r(‘% Ihvmwlw% an(l
reach more diverse audiences, The ¢ %qmnsmn of

Whe rforming arts centers in communities has given the
1rl|st access to larger and larger audiences. There are
more museums for the display of art ()l)_}(s(,u The arts
have flourished during this centuey, and a hroader
consciousness about the arts has been developed on the
national level hy the National Endowment for the Ars
and on the state and local levels by local arts councils,

1

in a student-centered view of the artist, this level

of the curriculum provides information ahout how artists -

work, where they get their ideas, what shapes their
ideas, and how these factors affect whal the artis!
produces. Also, the studenthecomes aware of how the
artist as an individual feels about the arts and how the
arts influence the wayv artists live T Thearts as a wav of
life is an appropriate subtitle for the units in this level of
lhv ('urrir'nlum hm’ use mos! nrti%t% [’M not mnkv i

lhf% Arts are so (;ln f‘l\ re ldlwi to lhf‘ll }n I%iﬂdl\;llll(“
and their dav-to-dav activities.

Outcomes ,
The primary outeome fov this level is that IH
studlents gain a general understanding thal artists dre
individuals involved mlh evervday human concerns as
well as acsthetic and artistic concerns, A view of the

ERIC
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‘individoal has

artist as an individual in society who has to operate on an
evervday hasisunder the same constraints as the stuclent
s pre“mlvrl The students learn lo perceive, analyze,
and describe the process that artists use in each of the art
forms to create their works of art. They are able to make
distinctions hetween the way the visual artist solves
problems in a sculpture or painting, and how a compaoser
solves p:uhlemsm music, and a choreographer in dance.
The students begin 1o understand how the artist as an

in effect on the form and content of the
art work itsell. In order to gain this understanding the
stucdents engage in activities and experiences which are
similar to those artists use in creating their works of art,
The students then take on therole of the artist and

simulate the process that the arlisl uses, introducing

their, own aesthetic criteriaiplo the process of making a

work of arl. In addition, students develop their critical
language {or description and criticism of the Process Jnd
lhe* works of art they are crealing, Jﬂ(l thoge the L;;Ilsk v
reated. '

C;inp' X

The first major concepl in this level is thatartists
el their ideas from what they see or hear in the environ-
ment, from what they have mqwrwme(l and'from their
imaginations or interprefive sense. Artisis need stimula-
lion to work. They need a sense of purpose, and a sense '
of structure, and they draw upon a wide range of experi-.
ences and things to create works of art. Actors use their
ahservations of people around them tointerpret a char-
acler. Visual artists use forms within the environment to
stimulale their approach to paintings or sculpture.
Writers use real situations to gain inspiration for their

poems and stories.

A second major concept is that there is no
universal methad or formula for creating works of art,
The art form dictates the process, the methods, and
techniques used by artists, and each artist brings a
person; al imagination and way of warking to the process.

The individual is the variable who makes each work of
artunique. Throughout the sequence of units in this level

of the curriculum the artistis the subject matter for the




teaching of aesthetic decision-making, aesthetic values,
and aesthetic hehavior, The artist in each field uses
aesthetic eriteria to judge the results of the creative
pmces% Ih«h th‘( isions m;uh: lhz‘ h G lxgrmmd knnwle rlgc*

reason wh} the [lt?[.l!%l[m was mudc: i 1mpm [dm conlent
to be taught. For example, the reason why Mondrian’s
Broudway Boogie Woagie is a véry rigid geometric
CDm[)(l%Lll(ﬂ or whx Al[hur M 1llr ' pnrlr l\ul Wl“lf‘

m [h[—f wurk as lhe uienl:t} of 1[5 um[nzz

Sequence

The sequence-of units for Level 4 concenteates on
the role of the individual artistin the creation of art
works and the function of the critic in responding to the
art works. Each of the units deals with specific individ-
uals who are artists and explores where they get their
ideas, how theyv construct their works of art, where they
work, and what they want to communicate through their
work. The sequence is bracketed on each end by &
-unit which presents the critic as an individual who
be a student, a professional critic, or a member of thi:
audience for the art work,

in

After an introduction to the role of thi: critic, the
stuclents begin to meet the people who greate lhe,: 'wc_zrk;s
of art. In Writers students explore how all writers,
whether professional authors or not, are concernedsyith
the crealive use of language. C Omposers presents those

‘who arrange sound into musical compositions as individ-

uals and artists. Visual Artists concentrates on artists
who interpret their environment through visual images.
Inasimilar manner Choreographers focuses on the
people who ereate and design movementinto the many
dygrms of dance. In the contextof this curriculum
~Sequence. Actors are shown as the interpreters and re-
creators of the playwright's intent.

Just as actors must work with plavwrights, archi-
tects must colluborate with others to eregle their arl
works, Architects presents this artistas an individual
who must work with a client within the constraints of
form and lunction, Filmmakers also work as individuals,

ERIC
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flics, a

hut they, too, require the cooperation of ulf rs (o
produce the final work of art. The unit concentrates on
filmmakers as cinematographers,

The culmination of the sequence of units is a
recapitulation of Critics. Students review how to analyze
and make judgments about the works that artists create.
Theyv make aesthetic judgments about the works them-
selves and demonstrate that thev are on the way to
hecoming members of an informed atldlpnt:s? for art.

This sequence of units may alsa he-used to review
career opportunities in the arts on the basis of an in-
depth look at the lives of producing artists in literature,
mu:;it’ [h{“ vi%lmlaﬂ% (]amce ihi*aire,archilei‘[ure
artists dn hnw lhf‘\.' lllui lhelrﬂwmg wh&rc: thvWDI_‘l{
ancl what happens to their artistic products. The
sequence demonsirates the range é)f artistic roles
possible and also exposes stidents to an overview of the
diversity of creative and productive career opportunities
in the arts. '

j
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Figure 6: . /

Level 4 Related Activities , : | :

L. Visitan artmuseum or a gallery. Find several works by different artists dealing with the same or a similar
subject, Discuss how the works are different hecause of decisions made by the individual artists.

2. Visit the studios and/or homes of visnal artists, of musicians, and of writers. Have them discuss the
problems of their craft, th® way they work, and the sources of their ideas.

3. Ask acritic from alocal newspaplhr to disbuss a variety of artists in the community: their styles, their
qualities, and their wivs of working,

4. Visitan art gallery and ask the gallerv staf{ to discuss how they go about displayving, lighting, and selling

art. Talk about the effect of the gallery’s work on the artists” production.

A Developan inventory of the work of artistg in the community, Listsuch things as art works in the city, art

events taking place, and stories about artists in the local newspapers, Make this a vear-long activity including

all cultural events in the community, Ask the stadents to critique those they have attended.

technical staff of the theatre: for example, the lighting director or costume designer., -

%
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According to the dictionary, a critic is one who
expresses a reasoned opinion on any matter involving a
judgment of its value, truth, or righteousness, an appre-

ciation of its beauty or technique, or aninterpretation,
This unit introduces studenis to critics as individuals
with evervday human concerns whose job is to analyze,
evaluate, and express their reasoned opinions about
works of art and events.

The students become aware that no two critics go
about their job in exactly the same wav. Some critics try
to fine in every art work or event answers lo (questions
like these: Whatis the purpose of this work or event?
What is the artist or performer tryimg to express or*'say”
to us? What is the artist or performer telling us about his
or hPT view nf “f(" ;—m(] the wnrlt] we ]iw in? Hnw WL‘”

5

wu_r.L or e.m,rlL
Some crilics like to describe what they saw and

felt as they experienced an art work or event, Some
crities like to write and talk about how the elements or

arts of an art work or event work together or don’t work
agether, Other critics like to de
felt, write about the elements, and find answers 1o ques-
tions like those above and other questions: What helped
the artist and/or performer express themselves well?
What would help them e:\:'press themselves betier?

themselves as critics, Shl(if'!mﬁ are: [n lmgm 'wnh hnmzsl
reactions about how particular works of art make them
feel, then try to determine why they feel that wav.
Through activities in the classroom and out-of-clasy
experiences, the students begin to analvze and judge
artistic workshy answering questions about the artist’s
possible intent, whether or not he or she sieeeeded in
that intenl, and whether or not the effort was worth-
while. Both through hf!;lriny other students’ reactions
and professional critics reactions, the students discover
arange of possible responses o any given artistic work,

Throughout the unit the emphasis is on developing

the students” ahility to respond to works of artand events

ERIC
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scribe what they saw and

with reasnned opinions based on aesthetic criteria. To
accomplish this, students work to expand their critical
language vocabulary by criticizing a series of art works,
meeting a number of professional art critics, visiting
museums and galleries, attending films and perform-
ances, and working within the art forms themselves.
Students also begin to understand that many art

wz’)rkfs flp;wnd on the EDH‘ bnrai‘iﬂn af severa] artists.
sion, dnd movies. btudents mplure the EffEL[ of thE
collahorative nature of these art forms on the efforts of
critics to respond to them,

Materials in this instructional unitinclude the
following: Teacher's Guide. Critics student book, taped
interviews, sound filmstrip, worksheets, '1rlrfﬁpmdur-
tions, and booklet of critics’ reviews.

%

2. Evervone can be a critic. Professional critics express
their reasoned opinions to an audience; their work is
often printed or hroadcast. .

re—

:

3. Critics use a critical process or methodology to critique

art works and events.

4. We can begin to develop a methodology for criticizing
art works and events by engaging in activities similar to
those professional critics use,

5. Critics use elements of critical language to describe
and respond to art works and events,

6. An understanding of the collaborative nature of many
art forms (notably dance, theatre, television, and film)

enhances [Illl[dl?l\l”%

Unit Objectives

This nnit encourages students

1. to become aware that eritics are individuals involved
with evervday human concerns as well as with critical
CONCerns,

‘estigate how critics develop and use a critical
pm,..,,,.‘m or methadology to critique art works and events,
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3. to engage in activities similar to those professional

critics use in critiquing dlgwnrlﬁ and events.

4. to become aware of the collaborative nature of many
of the art forms.

5. to develop a critical language and aesthetic criteria for
both describing and responding to art works and events.

This unit introduces students to three different
kinds of writers — poets, storytellers, and playwrights.
The unit was developed not to train students to be
Wl‘l[f‘l"a ( hnugh such training is a natural outgrowth of

_____ materials), but to develop the
students l\_nuwledgz,u of the creative process through
study of the writer’s relationship to his or her work, and
to supplement this understanding with work on their
own short pieces of prose and poetry and drama. Young
students who acquire this knowledge develop a keen
aesthetic awareness. They make good readers and
develop inta adults who are aware of and involved ina
world full of the people and events that stimulate all
artists.

A published piece of writing — whether it he a
poem, a story, a nnwl, a non-fiction hook, or a play —is
thp e*ml rp%glt nf acreative prm:e'%% thllt he gms wh?n d

ences, lh]nk% or fe*e*ls 5ummh1ng hE or %hcﬂ ww:hru, tn
express so that others (readers) might share that thought
or feeling. Through selecting out some details and adding
others, the writer finally produres a work that recreates

“those feelings and ideas for others to share.

’ The total creative process for a writer is elusive: it

_Lannnt hp Piml\; dr*fmml or df}crrihfd he* canse it differ%

ERI

h[‘(l:ll‘.”\ in lhl% way: ertms hkv nthu H![l%l‘ haw
developed their awareness of themselves and of others
and of the world in which they live. They have increased
their powers of imagination and have sharpened their
cebmiical skills through training and/or hard work and/or
what they have learned by reading others’ writings.
Using all these skills, writers try to find the precise

Q
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words and images that will hest express their thoughts
and feelings, These ideas and emotions may be pres-
ented. depending upon the individual writer, in a partic-
ular form — a poem, story, play, article, oressay.

The unit focuses on the different ways writers go
about creating: by mixing real antt imagined people or
events, by creating situations and characters only from
imagination, by elaborating a situation told to them by
someone elsp T“hp unit canrentrates on ihree lilPFEFy
these are the three furm& w1th whu:.h elementar_y
students are most familiar.

The major purpose of this unit is to develop the
students’ knowledge of the creative process as itapplies
to writers through a study of the writer's relationship to
his or her work.

The activities involve the students in various kinds
of learning experiences. ‘%ludgnts meel several writers
via slide/tape, recorded, of prlntﬁd interviews to learn
about the writer's interests, experiences, and attitudes.
They see that writers, talented though they may be, are
individuals, involved with human as well as artistic
concerns, and that some of these concerns affect how
writers create and what they produce. Further, as -
students proceed to reading the writer's work, they learn
that the finished piece of writing does not miraculously
appear on the page, but is the result of a fascinating and
sometimes frustraling process unique fo every writer.

In discussions after their reading, students are
encouraged to perceive and describe the writer’s erea-
tive process as ithas actuallyshaped the finished piece
of poetry, prose, or drama. They read comments and
pieces by other writers working in the same form and see
that, although the process variesi each writer uses the
same tool — words. They are introduced to some tech-

nical terms such as “eharacterization” and "conflict”
and perceive that the writer manipulates these elements
according to his or her own lights. Then as the tUdPﬁl‘%

" try to express their own ideas in writing, they experience

“firsthand the challenge and excitement of the creative

process. In a final activity, the students produce books of
their own writings and/or puttogether a class magazine.



Materials in this instructional unitinclude the

~following: Teacher's Guide, Writers: Poets, Storvtellers,

i

%

and Playwrights student ook, taped interviews, film-
strips, Creative Writing File Box, Sharing Your Writings
worksheets. and Blue Willow by Doris Gates,

Unit Concepts

1. Writers are individuals with evervday human as well
as artistic concerns,

2, Writers use their personalities, their experiences,
thE‘n1 imagination, dﬂ[] their knowledge to stimulate their
crealive process.

3. All writers use words to communicate.
Unit Objectives ;

This unit encourages students '

1. to become aware of the cr
writers through a study of the writer's
or her work.

s relationship to his

2. to recognize that writers are individuals with human
as well as artistic concerns,

3. to understand how the writer's creative process moves
from feelings and thoughts through imagination to
communication by words,

4. to understand how writers ave stimulated by hediring
stories, by events around them, people they know, things
they observe and remember,

5. to become aware that all writers face the same chal-
lenge and enjov the same rewards: they communicate
through words and they see their completed work in.
‘print for others to read.

Composers
Who is thal mysterions character, the composer?
Must voung people have no difficulty identifying visnal
artists — sculptors or potters, The same is true for
musical pe rfnrrwrs or conductors, “That's a drummer,
r “Here comes the leader of the band.” But the specitic
role of the composer often remaing o mystery.

[f students can describe a composer, they come up
with the standard theatrical version — a wild-eved,

Q
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reative [)F(I(‘E‘%% asil ;'xpplim ]

composing music. To clarify their understanding of

rmmdml hv reams nf pdpu dﬂd de’PDn nf pf‘ﬂ[ll'% But
a composer is more than a piano-J 1lunl~.(3r and pd[]&“l"'

- waster.

This unit presents composers as individuals with

ideas aboul sbunds who have the ability o express their

ideas for others to hear and jor perform. A composer may

“bc:;* an ;’lhuri'finp in s0me farawav ;md (;' ;mlin“! taa qelf
és

!urulh&: rs [D hf.f(ll,

A composer will choose from three basic methods
of communicating sound ideas, The first, and for many
composers the most practical, is the rote method. Here
the composer communicates "sound ideas™ to the
pérformers directly. This methad is very informal and
highly dependen on spontaneity and the performers’
anililies. It does not use written symbals. The second
method of composing is the written method: the sound
ideas are translated into wrillen symbols from the outsel
and before performance. The composer and the -
performer understand and agree upon the meaning of
these symhols and how the sounds will be produced. The
third method of composing has developed out of the
advances made in electronic technology. It is called the
recording method. The composer usually does this kind
of composing with the assistance of electronic engineers.
The suuml ideas are produced by "electronic instru-
menls” or acouslical instruments, or anv combination of
these.

Through use of this unit, the students experience
for themselves the first and second methods of
composing. Arranging Sounds with Magnetic Tapes, a
unitin Level 3 of the curriculum, will allow them to
experience the third method of composing.

[n Composers, the students first learn who a
composer is and what the process is that enables him or
her to create sound ideas. They then concentrite on their
own creative process and apply their insights to

fthe
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creative process, the studemts plava game where they
n;*"pmd t0 Clle o ’ard% su;gi!%tin; dn im"idvm i u‘nrfl or
[ﬂll’%ll"dl mmmn!gs tm(l ,".!h:l”’ thz\ Music a8 lhe‘ composel
does. At the same time, through various media —
slide/tape interviews, a student text —the ﬁude nts
meet composers who explain what they do and

how they go about doing it. ‘

. The students then bégin to work with the basics of
notation, instrumentation, and other technical elements

~of the art of composing, and they create their own sound-:

symbol system and select their instrumentation to use in
recording their sonnd ideas, The final section of
Composers introduces a general notion of the organiza- |
tional requirements of composing: | the idea that
composers may fit their composing into one or more
specific types of organization much as a poet might
choose a particular stanza form or thvme scheme. The
students listen to taped examples and compose using one

of the possible types. This final section also lets students -

know that composers work in many different areas,
composing music that meets thes pecific demands of the
movies, television, i symphony anhf_:Jtm, a commercial,
or whatever. ,

Materials in this instructional unitinclude the
following: Teacher's Guide, Compose: Discover the
Feeling student hook, films, card deck, slides, taped
interviews, worksheots, and score pads, -
Unit Concepts
LA compaoserisa I)E"i""‘(’m whn criiles .L;numi itleas or

or [hc;}, il c;\nlw an (111;,111.1155,21!(!11‘1 «,uul «:thl}:{n snuml
meaning toit.

3. The choice of matrix'(score] and the choice of symbols
affect each other. If the svmbols are’devised fivst, the
matrix is chosen accordinglviif the matris is devised
first. the symhols are chosen accordingly,

Q

RIC

Aruitoxt provided by Eic:

Unit Objectives
This unit encourages studerits

1. to hecome aware that wcomposer is a person who
creates sound ideas or music for others to listen to Lmd
perform,

2. to experience the creative process that the composer
poes through. -
3. to create their own symbol system to ¢
thair sound ideas,

mmumth

4. to understand how the Chmres Df sound symbols and
matrices (scores) that a composer makes affect Pnch

5. to develop their critical language skills and aesthetic
criteria for describing and responding to sound
compositions.

Visual Artists

Visual Artists introduces students to the visual
arlist as a real person whose chosen work s creating
visual images based on perception, skill, personality, and
experience, The unit emphasizes how visual artists
perceive and interpret [hmr environment through visual
images. The atudam% see how artists live and go about

their wnrl\l;m(l what finally happens to the work.

Visual Artists provides students with two kinds of
experiences, The students first explore the very indi-
vidualized places where artists work. They read aboat
their studios, examine photographs, and at the same time
discuss artists’ responses to other students’ questions
about visual artists. The arts activities, the second kind of
experience for students, develop ontof what the artists
have 1o say about their work and how they go about dmng
what thev do.

The activities in this unit are created to reinforee.
the concepts by giving students the opportunity to put
themselves in the role of the visual artist. There are five
groups of activities in the unit, The first set of activities
involves the students in perceiving their environment in
wavs they may never have before, They describe each
other's appearance as accurately as possible — before
and after calculated changes. From memory they draw as

\
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precisehy as possible their own rooms or a schooltoom
and then check the drawings against the originals. These

activities are designed to make them "stretch their eyes.”

They then stretch their eves on some paintings, naming
in a round-robin, no-repeats-allowed fashion the details
thev see ina reproduction.. _

The second group of activities involves ‘%lf.l(]E‘nl% in
gathering ideas for art works. For this, thev draw upon

. things.thev see, things they know, and !hlngs they
imagine. Using these calegories as jumping-off places,
the students create their own works of art. Then they
discuss the source of the artists’ ideas in a number of
reproductions.

The third set of activities engages the students in
making decisions leading to completed art works, These
activities are worked out with puzzle pieces so that

- varying levels of ability will not interfere with the
primary outcome of the activity, which is artistic deci-
sion-making. Prnhlum% are set — develop a Lindscape,
monkey nraze, and so on — and the students must (]t‘t‘l(]f‘
how to solve them using the puzzle piec es at hand. Then
the students planand execule a series of 't} llages.

The fourth group of activities husﬂ)k students look
“atseyeral ilfustrations of the work of a nugber of artisty
to see that they can often rec ngnm‘ an artist by certain
characteristics of his or her art f'hm’ do this first mth i

series of unrelated paintings and then with a group of
paintings by the same drtist,

[n this fifth andfinal set of activities the students
explore the different interpretations possible for any
given work of art. By examining a group of paintings.
writing stories about them. and then comparing the
stories about individual paintings, the students find that
different people see art works differently and that the
differences come from the viewers' past experience and
hackground, The students then chouse their favorites
from among the art works they have created while
working with Visual Artists and exhibit them. They
examine their work in the lightof what they have
learned about getting ideas, rm'lkhgf]m"i'ibm organizing
arts elements. and identifving personal ¢ htn;n teristics
in art works. ‘

ERIC

Aruitoxt provided by Eic:

Materials in this instructional unitin lll(lf’[hf‘
followind: Teacher's Guide, A Special Place student
hook, stucdent activity book, card decks, shapes, puzzles,
worksheets, taped interviews, and filmstrip,

Unit Concepts

. The perceptual aAwWareness of visual artists affects the
()h]m‘la they create.
2. The perceptual awareness of those who view the work
affects how they see it,
3. Artists get their ideas [rom what they see in the envi-
ronment, from all they have experienced in their lives,
;Iml fr‘nm lhpir ime"ug'inatinns=
ﬂmi Drgdmgmg \_flSl_l_Ei_l elemenl&mta a whmla wurk
emhodies their experiences and feeling.
5. The ability to identily and analyze works by a partic-
ular artist improves with experience,
6. The same art work can create different reactions,
7. Rearlian% to an art wnrk in rliffprpm viewérs are hased
Unit Dbjectives
This unit encourages students
1. to understand how visual artists perceive their envi-
rnnm&nl e‘mrl ian‘pI"El their P\’[)F‘l‘i?ﬂ(‘?’% hﬂw lhc}v ]ive
Ihmr wmk. f ,
2, to hecome more aware of their own perceptual skills,
3. to hecome more observant themselves amd begin to
understand how central a part perceptual awareness
plavs in artists’ lives andgn our (]W'!?l.\r
1. 1o understand that visual artists communicate their
experiences and feelings by selecting and organizing
visual elements into a whole work,
5. 10 look at art works in terms of the creative process the
artist &ngages in and the results of that process,
6. to become familiar-with the characteristic ways a
particular artist works and through them to identify
other examples of the artist’s work, )

v



7. to understand that, like artisls they too can
different products to reprasent asingle idea.
. 8. to recognize how the same art work can evoke'
different reactions based on the knq,wledge and feelings
of the perceiver.

“Choreographers
' - “Ghoreagraphy " “choreographer’’ — these are

mysterious words to many people who have lijtle or no
knawledge of what chageographers are and how they

creale

ncBrs’ — words which con;jugup. many iMages in
their minds. The purpose of this fit is to introduce
 students to choreographers as creative arlists who make
dances whiclrare presemedm perfnrmance by Far&cer-
' perfafmers S

The raw material of ch reography is movegt
.Choreographers work with dancers who bring their
movemen} ideas to life. Dancers — performing artists —-
.recreate the work of choreog raphers in‘performance, the

- final stage of the making of a dance. The making of a
dante is a highly personal act, unique to each choreogra-
pher and to each dance. There arg no easy solutions'or
rules for making dances, Personal styl e, preferences,

- experiences, Teelings, and points of view — these all’

“affect choreographers' ideas and methods of working.

The intent [the image or thought) choreographers
have when lhey begm to lTlakF a dance dPtPrmmea their

elements and the uvamll lcmk and shape of the danue
* Chorengraphers may work with ari established vocabu-

Jlary of dance movement such as in ballet; they may try to -~

create a “new" and "different” movement: or they may
use familiar eyeryday movemenjg. The makingofa
dance — the work of choreographers — involves the,
selecting, shaping, and forming of the material of dance.
to convey the personal vision of a partitular charmgra—
pher. and finally, it involves performance by dancers,

The relationship between choreographers and

dancers is special. The choreographer considers the
personal characteristics of dancers, their strengths and

refa:mllar to students are dsnce. _gaancmg,.'

A
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weaknesses as executors of movement, their styles, their
sizes, heights, ways of moving; all of these factors influ- -
ence the look of a dance. Some Eh(}rEDgraphers work to
pull movement from their dancers, improvisingand

 exploring with them in rehearsal, while others may come

to rehearsals with a more fixed idea of how the mobe-
ment fauems. thie whole dance, will look. Although
there/are dance notation systems, they are not widely-
“used to choreograph dances. Instead, choreographers
r:reale dll‘Ethy Wlth theu- dafu:ers and on thelr

and thenr dancezg kmehc memory

Choreographers encourages students to. look for . .
and describe movement in their surroundings and to
perceive how movement, when transformed by the
imaginafion of a choreographer, is the source of dance
ideas. To accomplish this, the students work primarily
with their own bodies to identify the different roles of
creators. (choreogiaphers]4fid performing artists
(dancers) and to become acquainted with the materials
of each dance movément. As they use their bodies to
explore movement, the students experience dance as a
creative art, and they begin to understand choreogra-
phers' creative, decision-making process through the

‘making of their own creative and aesthetic decisions.

The-unithag three main sections, First, the  °,
students are igtroduced to-choreographers as people
whose work is creating dances; they explore movement
as the material of dance; they begin'touse their bodies as’
instruments for making movement. Then the students
investigate the working methods of several chofeogra-
phers. Along with their investigation the students work ta
identify movement ideasFinally, bringing together the .
various élementsinvolved in a dance performance, the .
students explore idea, movement, design, setting,
lights, props,.and cn%tu’ﬁi’ﬁ% and organize and present
their own dances.

Materlals in this mstructmnal uml mclude the

fcx]lowmg Teachér's Guide, Dance’ ngp le student book,
taped interviews, card deck, wnrkshéets rubber balls,

and elastic chains. » ) c “
) .
,-i‘
(. e‘ ’ . . ;
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: U'nh Ctmcsp!s
1. Chc}rengrgphers and dancers are artists whose

medijum is movement. .
- 2, Choreographers express their movement 1deas in
dances to be performed by dancers. ;
-8 The process of making adance requires selecting and
organizing movement ideas. . ,
4. Improvisation and exploration arg melhuds for
‘ crgatmg amovement idea.
.5 Such, theajrlcal elements as costumes, lighting, and
props are sources for movement ideas and/or enhance
" the expression of a movementidea. '
6. Making a dance is an individual act, different fok each
choreégrépher. : ) ' \
- Unit Objectives
This unit encourages stutlents Ce
1. to become aware that choreographers are people who
\ create dances. - ‘
2. to Yook for and describe movement in their
surrnundmgs . i
3. to perceive how movement transformed by the imagi-
- nation of a ghnreugrapher is the source of dance ideag,
. L toexploreqew way% of using then* own badles
5 to becnmei
izing movement tn express a spemfm xdea or fPElmg

6. to understand that making a dance is a highly personal
creanve act, individual to each dance. '

s [Dlrﬂpﬁ]VHFIhPlTﬂWﬁ movement studies,

8. to make careful choices about sound, props, costurnes, -

lights, and settings to enhance the comimunication'of a
~dance, f

Actors . |

The actor is the visible center of the theatre expe-
rience. Whether an actor’s performance is the result of a
playwright's work or'that of a director, or grows from his

own conception of the role, or is an umalgum of all thrée,

the art of the theatre is most visible, alive, and exciting
in the actor's work. ’

Q

The purpose of Actors'is to help students better
understand who actors are and what they do. Since -
actors, whether live'or on film or tglewsmn are at the -
center of theatre, studying the actor is a means of k
enlarging students’ understanding of theatre in geperal.
Unlike other.artists — the painter who uses a brush or the

i s - : T TR N TS T |
- musician who uses a French horn —actors are both the

creators and the creation: they form and are the char-
actef they create. To do this, actors must prepare their |
bodies, voices, and minds to the point where they are
able to express ideas and feelings to the audience .
through the character, |

This unit foCuses on the connection between the
actor's human concerns and the artistic processof
creating characters for the audiences. Students learn *
that, likeéwactors, they can build on their own feelings and-
ideas to create characters. They find that, though'we gre
not all born actors, there is an actor in each of us, They
learn to notice how-people express themselves by sound .-
and mdvement. They use their own imaginations to play-
act. By studying actors who have devaloped their talents *
and sensibilities through imaginative use of observa-
tions, training, and practice, students acquire a keener
understanding of the actor’s role in-theatre and are able
to evaluate aesthetically the theatrical and everyday.
expressions of ideas and feelings surrounding them.

The first part of the unit introduces the technique
used to acquaint students with a variety of actorg~
slide/tape interviews in which actors talk about their
work and themselves. The aetors discuss their lives and’
how they form their real feelings, expériences, and ideas
into imaginary characters. The second section of thé unit
deals with actors' preparation of their bodies, "volces,
and mindsthrough observation, training, and practice.
The students make use of the same technlquas both ta
refine thEIr perceptmns nf the t:raft c;f actingand to '
""" anfs begm tosee
the wéys in whlch an actor's wark is fitluenced by other

ut

-people: his or her corhpanions on stage, the people

backstage, the audience-oul front ér all around. The
students make choices at this time about lights, "
prnperhes sound effects, and costumes. They alsgﬁ

-



rehearse and share-ﬂ;eneg With then ]assm’ates In the
- final section of the unit, the students share journals they
« have kept tHroughout their e perlgnces wnh the unit and
#fiscuss as a group thexr rea‘ﬁ?; i
Materialsin this. lnslruutmﬁal unit mclude the
followifg: Teachen's Guide, Agjor®Wall, taped inter-
 views, games, journals. The Mighty Owl (an open- Eﬁdéd

plty). and card decks.

Unit Concepts , _

1. Actors are people whose work is creahng characters
for audiences. !

2.Actors' skills are developed by expenenﬁe observa- ‘
tiop, training, and practice.

‘ 3 Actnrs use thexr bodles lheir voices, and their minds to

"4 To create plays actors must respa'ﬂd to other actors as

well as to the playwright, the dlrectgr designers, and
lechmmans

5. Where{iactor pléys and who the EUdlEHCE is affect .
the whole performance g -
Unit Dbiecnves o

This unit-encout ages students
1. to understandwho actors are agndavhat they do.

2. to see actors as performing artists whose work is to
form real ideas ag.d'feelmgs into imaginary characters.
"3 to become aware that an-actor'swork is the result of
“intensive-experiente and practice and<hat an actor uses
body, voice, and mind to create a characlerization.

™ 4 to understand that actors mu%twamh listen to, and

respond to other acfors.on the stage.

st undsrstand that actors work with what the play-
wright has written and with the director.

% 6. to understand that actors coordinate their work with
that of other theatre people — set and costume designers,
light and make-up people, and so on. '

7.to understaﬁthﬂt the actor’s ultlma te collaborator is
the audlence

. people and animal shapesfo help them understand

" students to make decisions abnut form and function,

Afelilfects

structurés for p_ 0 N
ences that affect the wnrk of archntecls lhEy examine the
process of organization and decision-making through
which architects develop their work; and they-investi-
gate the many end results of the pmcess appropriate

spaces for people.

- Throughaut the unit, architecture is defined as the
art of creating places for people. Itis approached as a
form of visual language. Architects emphasizes also that
drchitecture becomes an aesthetic experience for people
wh-en the place that i8 Ereated ﬁnt Dnly lnaks gond bui '
peopls whb are gmng tn parhmpate ina parm‘:ular )
activity within it. The unit also gives students a little of

" the historical background of architecture and introduces .

them to the ndmes and some of the works of influgntial
architects. In a series of taped interviews, architecls talk
about their reasons for choosing their profession, their -,
methods of working.and their feelings about their work.

“The students becnme aware that'architectureisin a

sense a'cooperative art, with the architect working y wnth a
client toward the solution of a particular problem.

The activities encourage stiffents to investigate

+ their own spaces and how they experience them by

solving series of design problems, The students become
‘mvalved 1rwhvmes that relate to architects’ percep-
tmns and use of space, light, and form. They work with
mampulatwes such as lanjinated cardboard pieces that .
fit into slots on a foam-rubber board. They also use

scale. Activities based on materials like these allow the

scale, and use of space. The students also experience
many types of architecture and exp]are its development
én relationship to their previous experrences in the activ-
ities.

=
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" Materials in this instructional unit include the-
following: Teacher's Guide, Places for People student
‘book, stydent activity book, taped interviews, slides,
Create-a-Place file, Spaces-and- Places board, cutouts,
and cardboard shapes.

Unit Concepts \
1, Architecture is the art of housing human activities
within appropriate spaces. . '

2, Architecture is a form of visual language.

3. Architects create environmends out of the elements of
scale, line, color, texture, light, and space.
Unit Objectives "

This unit encourages students

1. to become aware thaj architects are people whc) desngn
buildings.

2. to recognize architecture as an art form,

3. o investigate what the architect does and how he or
she gets ideas and works with others to create places fnr
pedple. :

4, to become aware thal the architect creates pldLE‘S to
house the activities of people: living, playing,working,
and learning.

5.to-understand thathmldmg% — their shape, how they
are designed, their exterior — tell us something about
what they are designed for.

6. to examine examples of architecture ab]ectnrelv in
relationship to scalle, line, color, shapé. texture, light,
and space, ando how these elemenl% gome [DgPthT to
create an architectural form. -

Filmmakers

The purpuse nf F‘zlmmakprs is to rmke students

H

How they plan and develup thEnr ldeas, and what hpv
must know and do to create films.

* The unit engages students in activities and experi-
ences designed to increase their perceptions of film-
makers as people and creators. Experiences are struc-

i

turedto al]cw students to parnclpate in the decision- .

makmg prodéss used to create a film. Studénfs move,

. from the discovery and selection of an idea through the

initial stages of ils development to the making of crea-
tive, technical decisions which achieve the effects
needed to express the chosen idea on film.

As they explore the process of creating | films the
students begin to experience filmmakingasa 3 creative
art, and they begin to understand the filmmaker's deci- -
sion-making process through making their own creative
and aesthetic decisions. They also develop a vncabulary
for discussing and responding to films.

When the students have completed the umit, they
should kniow who filmmakers are, what they do, what the
filmmaker's creative process consists of, angd where film-
makes get their ideassFor those students who wish to
make films of their own, this unit also providesa basic

- introduction to using filmmakers' téols. And, finally, the

students should be more perceptive about what they are
seeingon telgwsmn or in movie theatres and they

_should be able to talk about what they see with §t1me

degree of critieal sophistication, “

In the unit, the students [earn that filmmakers are
people who work to create films, Students explore the
illusion of movement that makes movies move. They -

» imitate the process by making flipbooks to illustrate an
* idea of their own. They combine their flipbooks t6 see

how the presentation of ideas becomes increasingly
complex through-combination and artangement. Finally
the students choose a simpleé idea to express'and draw

 theiri lmages within the frame spaces of clear leader.

' The students begm to collect ideas for future films.

They learn about and create scripts — verbal plansofa -
film, and work with storyboards — visual plans of films.
The students learn that the structural elements film-

makers work with are the shot, the scene, and the
sequence. They explore the range of camera shots which
filmmakers can use to express their film ideas and they
work with lighting as another phenomenon that is

mampulated in expressing film ideas. The students use,

1
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- gettmg across a parhcular IC ThEy mvesngate theu
- surroundings for sound apd then select sounds to help
communicate the visual fmages they created for their
flipbooks. They work to cyeate a sound track for a
sequence of images.
~ The last step in the crég live process of makmg a
film is editing. The studlents work to learn how film-
makers use the editing process to express ideas. They
~ become aware that filmmaking is a’special way of seeing
and hearing that arlists use to express ideas and feelings.

Atthe end of the unit the students have two
Gplmns fur bringing together all that they have learned.
The first option is to plan and create an animated film by
drawing on clear leader film ot using a movie camera;

.the second is to use a movie camera to create a film from
start to finish. Each of these options provides the oppor-
tunity for students to participate in the creative process
of filmmaking in its entirety.

Materials in this instructional unit include the
following: Teacher's Guide, Filmmakers student book,
The Rainbow King Meets the Lizard Man film, Captain
Cinema comic book,.laped interviews, card decks,
games, worksheets, journals, viewfinders, and clear
leader.

Unit Concepts

1, Filmmakers are artists whn use film as a medium of
communication. ‘

2. The audience of a film is affected by and can critically’
respond to the filmmakers' expression.

3. Filmmakers select images lo express thoughts and
feelings and to communicaje;jideas,

4. Increasingly complex ideas md(/-ht, expressed by
adding and arranging imagms.

5. Filmmakers get ideas from their own experiences, the
experiences of others, their own and others’ feleg%
and their imagination and that of others,

8. Filmmakers' planning tools are the'script — a verbal
plan for the film — and.the storvhoard — a visual plan.

=
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7. The basic slruc:tural elements of af;lrn are the shnl the
scene, and the sequence. .

8. Filmmakers decide on the kind and amount of lighhng
that will pmduceﬂhe effect on their audience that best
communicates their film idea.

9, Editing is the final. step in the fllmrnaklng prncess in -
which the filmmaker decides how to put the plECES of -
film together — their order or sequence and:the iength of
each piece of film, :

 Unit Objectives

i‘hls unit ETIEDUI‘EgES students

1. to recognize filmmakers as persons in the everyday )
WDrlii who are glso artists creatmg within their chosen

&

,.,,medlum o

2. to discover that the sources fDr their 6wn ideas and
filmmakers' ideas are the same and-explore their own
minds for ideas, thoughts, or feelings. they would hkf to
express on film.

3. to become aware of the relatmnshnps betweeﬁ the
visual, oral, and kinetic aspects of film and how they are
used by fllmmakér,s to éxprESs IEIEES :

£ &
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LEVEL 5: AESTHETICS AND THE CULTURE

Level 5 OQutcomes -

The feletieﬁéhip betweef aesthetics.and culture is

"*e:plafed at this level of the currtculum. Through ekami~ °
* gation of the unique points of view of several cultures,

students come to understand how aesthetic elements can
be used to understand other cultures and to identify

‘what is similar and different in culturés. Students are

encouraged to form ideas on human creative.expressions;

n how those ‘expressions are generated by individuals and
z:uupe and shaped by their interaction with the culture;
and' on how aesthetic values and forms are similar or
different in various cultures for a variety of reasons, The
outcomes for students who have experienced two or more of
the units are: ‘Students understand that the aesthetic

.vllues of a culture are closely related to the other
‘vyalues of that culture, Students understand thetydifferent’

cultureas have different aesthetic values. Instructional

unitg in this level are epprepriete fet students in grade

é and grade 5, o -
;evel SJCeneepte o
1, The eee&@etic velues ef a eulture can he- determined

" through an examination of the culture itself.

2, Approaching a culture through an examination of its
aesthetic values is a mgans of understanding the

: retiew ale behind that cultyre's humanistic values.

Aesthetic values ate not separate from the content of a
eulture and they end the art objécts and events in which
they’ reeide provide some of the best ways of understanding,
experiencing, and knowing another culture. .

4; Aeethetie values differ from gulture to culture.

This level of eurrieulum eneeuregee students
1. to realize that each culture has its awn eeethetic values
that shape its art, forms,

2. to perceive, describe, and, eﬁalyee some of the

aesthetic objects and events of a culture, and from the .
results of these operations, draw some conclusions about

the similarities and differences among the cultures'
peoples, their way of living, their attitudes tewerde the
arts, and their society.

3. to,engage 4in arts activities or events that exemplify the
aesthetic values of the culture.

4. to become aware that aesthetic values are releted to
other values in the culture and that each culture imposes

‘G own aesthetic criteria,
' : €,

5. to gein an undereteedieg

differeet;in eeeh eulcure and
that what' is valued as aestheti
in one culture may or may not b
considered eee;hetie in another
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The study of cultures other than our own for their
“historical, political, economic, and geographic signifi-
cance is a patt of the general educatipn program in the
elementary school. Schools have tratfltmna]ly been -
concerned with the develppment of a concept of
humanity in a wotld society. One of the most difficult
aspects of the study of other cullures is exploring cul-
tural values and developing an appreciation for values
unltke our own. In today 8 wnrld ugrnmumty mfnrma-
is readlly avallab]e huwever the values of a culture are
neither as visible nor as easnly approachable.

One of the significant aspects of a culture and a
key to its total value system is its creative efforts, particu-
larly its art: the paintings, the rituals, the architecture,

and the literature produced by the culture. An under-
standing of these works and the rationale for creating

them ensures a better undefstandmg of the culture, The

aesthetic values of a culture are embodied in its art

* forms, and these values are studied in this level of the
curnculum as an approach to understanding the wible

.culture. -

The arts afe used as Examples of aesthetu:. values
in each uf the culturas and ag VEthlES fm' cumparmg
cultures by ldennfymg explurmg and analyzmg umque
characteristics of their aesthetics s exemplified in their
arts. Students come to the important understanding that
cultures differ greatly in their aesthetic values and in
their criteria for making aesthetic judgmenys. The
content in each of the units is based on exemplars of

“these aesthetic values.
T‘he speciﬁc arl fnrms lhat are impﬂrtant loa

i

sludents and whera itis pnssnble the aesthehc elements

Dance in a tribal African culture, storytelling in Nati
American culture, folk music and folk artin Russian
culture — these all embody particular cultural values
__and traditions. The resulting sequence of units is an
mvestlgatmn of six cultures thrnugh their art forms.

or principles dominant in the art forms are ldEﬂllflEi
1

Q

Oufeomes

'The primary outcome for students at this leval i8
the realization that each culture has its own aesthetic
values which shape its art forms. Students are able to
- perceive, describe, and analyze the aesthetic objects and
events of 3 culture, and from the results.of these opera-"
tions, draw some conclusions about the similarities and
differences among the cultures’ peoples, their way of

- living, their attitudes towards the arts, and their society.-

Students engage in arts activities or evenls that exem-
plify the aesthetic values of the culture. They become
.aware that aesthetn‘: values are relaled m ather valuesin

aesthenc criteria.

Finally, and perhaps nfost 1mpnrtantly students
gain an understandingthat a thetic values are different
in different cultures and tha\{ s valued as aesthelic

in one culture:may or may nohge considered aestheticin
anmher

The aesthetic values of a cultire can be deter-
“mined through an examination of the culture itself.
Appmachmg a GQ;{UIE through an examination of its
aesthetic valués is a meangof understanding the
rationale behind that culttme s humanistic values.
Aesthetic values are not separate from the contentof a
culture, and they and the art objects and events in which
they reside provide some of the best ways of understand-
ing. experiencing, and knowmg another culture, Aes-

7~ thetic values differ frnrn culture to'culture.

-Sequence

We have chosen six cultures and have bmll cumﬁulum
units around those cultures, emphasizing the role of
the arts.

The units in this level of the curriculum are linked
through their common examination of those symbals,
rituals, and art forms which express and communicate
the aesthetic values of cultures, Students explore the

%
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aesthetic choites made in each of the cultures that

_elevate Certain ideas, objects, and events to prominent
places within lhe vaiue svslem By examining the range
begm lo undersland some of the 51mllarltles and d! ffer*
ences among the peoples of the world. They beco
aware of the arts as a special kind of cultural EXPEI‘IEHCE
and by participating in arts ExpETlEI’IEES similar to those
provided by other cultures, they gain some insight into

.other cultures.

There is no suggested progression of units on this
level. The sequencing of unils is to be determined in
each classroom on'the hasis of what is happening in
other curriculum areas. We have selected six cultural
areas that are representative of the world views
commonly explored in elementary classtooms. The
world views we kave chosen to investigate are those of
the contemporary United States, Native American
Indians, pre-Columbian Mexico, the U.S.5.R., Japan, and
the Yoruba peoples of western Af,ru:a;

We feel strongly thal sequencing at this level
should be tied to the study of these cultures in their
entirety. Accordingly, these uiits are:not planned as a
linear progression similar to those described in the
preceding curric:ulum levels Thc—:sa unils sHouid be
whereverlhe—y fit mtn tht_—: E:’El-&:hﬁg cumgulum

We recommend that more than one unit be taught,
whichever two or three or more units are chosen. Itis
most important for the teacher to provide the bridges
between units, pointing out the contrasts and/or similari-
ties operative in the cultures and emphasizing to the
students the aesthetic qualities and influences at work.

Ingeneral, each unit represents a cultyral point of
view towards aesthetics, and each huilds on the earlier
EDnCEplS presenled in [hE aestheliﬂ Edllfatinn mnrimp




Figure7: . L e ; . - .
l:uel.i Related Activities . - . ; L ,’ F |

Moo [he Yorba,
A Appioach Ao Appeenh
o Nesthetine : f Nl bl w

[
An Apprin i
o Avsthielicos

1. Identify the dominant ethnic rulluml groups in the communily and experience some of their art forms
through their artists or arts events. Tryce t the history of the groups in the community over the past one
hundim’d or twn hundred years Discuss rhangeg

fmd examples of th@&e lhat seem to ps-r'l_am 10a smgle culture.

3, Identify cultures in which crafts (pottery, handweaving, and so'on) are still part of everyday life. See if
you can find any groups within vour geographie area in which crafts still play an important role. Visit the
craftsmen or bring them to the classroom. *

4. Invite a curator from a museuin Wzlh a collection representing several cultures fo talk about the role of the
arts in each’ Fu“llrF‘

lhdte'\wmphf\ lll”l‘l‘l‘ﬂ[((lllﬂil‘li“% ‘ﬂ‘lfflfﬂ{l(l% costumes, fnlkar lllerature dam:e and music t nbe par ts of
the Festival. =

6. Visit a department store or lnrgF gift shop to see how many and whatitems represent dlfferenl cultural’
groups. Make a list of those items that represent the arts and crafts. Make some judgments about their
aesthetic qualities and what information they provide about the culture they represent.
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The United States: An Approach
‘10 Aesthetics -

This unit introtluces students to American culture
between the 19203 and the present. We choseto begin
with the 1920s because it was during.that peridd that
rapid cultural change began to occur in the United
States. During the ensuing years, the variety and
-diversity of aesthetic values resulting from cultural
changes have continued, significantly affecting the
American cultural scene, The variety and diversity are -
such an important part-of American culture that we have.
chosen it as the theme of this curriculum unit.

The students explore five areas in which the
variety and diversity of cultural and aesthetic values are
idenifiable as contemporary American. They are: 1, the
comihg together of diverse ethnic heritages into a*
complex but unified culture; 2. the intuitive creative
process as applied to arts elements, in jazz, for example;
3. the attitude toward nature and the environment: 4. the
place of technology in art; and 5. the cycle of growth,
development, and decline typical of “pop culture.” The
six arts areas — dance, film, literature, music, theatre,
and visual arts — are treated within this framework,

Using a game formal, the students become
familiar with certain'concepts and terms that are
particularly related to American contemporasy art and
culture, such as abstraction, fmprovisation, and
expressionism. They investigate the art forms of the
contemporary United States in thelight of the diversity
of cultural traditions that influenced those farms, The
students also come o recognize those concepls in art
works, and they begin to use them in works of their own.
The students incorporate this terminology into their
critical language for both describing and responding to
works of art. ' .

Materials in this instructional unit include the
following: Teacher's Guide, game hoard, materials for
playing the game, and activity file hox,

P e
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Unit Concepts

i i 5 i F e * 3 .
1. Variety and diversity of aesthetic values are character-

. istic'of the culture of the United States.

2. There is no one dominant cultural tradition in the ,
United States,

3. The cultural and aesthetic values of the United States
are drawn from many sources. *

4, One aspect of our contemporary culture, “pop
culture,” has created a cultural image for the United
States. %

Unit Objectives o

This unit encourages students

: "i.'gecume aware of the diversity of cultural traditions

in the United States and to understand its culture more
fully. ' ‘
2.to investigate the bases for cultural and agsthetic
values in the United States. ,

3. to examine the effects of art forms past and present on
cultural and aesthetic values in the United States.

4. to explore the role of pop culture in the United States.

The First Americans: An Approach
fo Aesthetics

This unit introduces students to the traditional and
modern arts of North American Indians, including tribal

_groups in Mexico, Canada, and the United States, The

students explore the concept of the arfs as an expression
of cultural vitality and of historical tradition that
develops organically over time. They also explore the
special meanings and functions of the arts in the daily
lives of Indian peoples.

Native American cultural groups are and have
always been highly varied, but virtually all have strong
aesthetic values and traditions that express the vitality of
the groups. Many of these values dre shared, at leastina
general way, by the majority of Indian tribal groups. This
unit allowsstudents to explore the-arts as an Expressiﬂn

i :
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" of c_ultﬂral values. The students also become aware that
different cultures embody different basic values and
« perceptions (world views) which in turn account for

~ differences in desthetic values, ¥

The unit introduces students to the concept that in.
North American Indian society aesthetic values are.
expressed in activities, in doing. It exposes students to a
learning style different from that required by most
school agtivities and similar to that favored by most
Indian groups a style particularly favorable to the
development of crafiglienship skills. Students explore
the rich American Indian oral literature tradition and
engage i activities to enhance their ability to create and
transmit oral literature. Students are also asked to
become aware of the development of tribal art styles,

Through exposure to American Indian visual art,
literature, music, and dance from a variety of tribal
sources, students become aware thathe arts of a people
express important cultural values and express the
vitality of the culture. They discuss cultural values
shared by a significant number of Indian tribes: group
unity, harmony with the natural rhythms of life and the
total environment, individual responsibility for learning
necessary skills and meeting responsibilities to the

group, and competition primarily between groups rather

than among individuals. Students identify the ways in
which these values are expressed in the art works to

which they are exposed and the ways in which these. .

values lead to aesthetic principles common to many
Indian societies: complex symbolism based on the
natural environment; visual symmetry, generally with
some subtle break in the symmetry; complex rhythms

based oz the rhythms of human speech as well as sounds

. present in the natural environment; and use of vivid
imagery. based on metaphors taken from the natural
environment. - i

As they examine examples of American Indian

art, students engage in aclivities leading them through

creative processes similar to those utilized by many 7

,
¥

American Indian groups. They recreate and create
complex cat's eradle patterns, utilizing individual
experimentation and observation of others' efforts_
rather than direct instruction; they ereate gystems of
natural symbolism, based on their own observations of
natural phenomena and subsequently use these
symbolic systems in crafts objects, oral literature, and
chanting activities. They recreate the kinds of situations

' in which traditional Indian oral literature activities take
~ place. Finally they must relate all the skills and arts
- activities in which they have engages to create “give-

away' feasts which combine social and arts activities.
Materials in this instructional unit include the
following: Teacher's Guide, The Arts bf the First
Americans student book, slides, tapes, art reproductions,
and card games.
Unit Concepts ¢
1, Native Americans generally regard humanity as an
integral, responsible part of a balanced, cyclical, and
harmonious natural order. :
2, Native Americans generally have a deep respect for
all aspects of the natural world as equally integral to tfhgS
natural order. | | >
3. The aesthetic principles reflecting this world view are
integrated into all aspects of life and are not differen-
tiated by most American Indians into a separate domain

of “the arts.”

4, Native American aesthetic principles are: (a) tightly
integrated symbolic systems using natural objects and -
expressing the view of the total natural orderas

* perceived by the individual tribe or group; (b) vivid

imagery derivetl primarily from the natural world; (c]
complex, irregular rhythms.often based on the familiar.
rhythms of human speech-as well as sounds present in
the natural environment; and (d) preference for visual
symmetry, generally with some break of the pattern
(similar to organic forms'in nature which are generally -
but never perfectly symmetrical).



Unit Objectives
This unit encourages students

1. to become aware of the diversity of American Indian -

cultural and artigtic traditions.

2. to recognize the set of core valués shared in a general
way by most American Indian groups and to contrast
them systematically with frmdern American cultural

values.

3. to explore thelsthetic principles %nmmnn {o many
Indian groups — systems of natural symbolism; use nf
vivid natural imagery; use of complex, irregnlar
rhythms; and preference for visual symmetry, with
subtle breaks in the symmetry — and relate these princi-
ples to underlying cultural values. :
4. to understand the traditions of oral literature and
increase their ability to create and transmit oral litera-
ture with accuracy and imaginatign.
5. 1o understand the potential uf% life's aclivities for
expressing aesthetic as well as cullural values and to
identify the aesthetic principles Expressed (or demed] in

everyday activities.

8. to recognize the impact of the development of the ¢
United States on American Indian Eu“ui‘es and aesthetic
traditions.

Mexico: An Approach to Aesthetics

The purpose of Mexico: An Approach to Aesthetics
is to introduce students to some of the cultural and
-aesthetic values of the world view of pre-Columbian
Mexico and 1o its effect on ancient and contemporary art
and aesthetics, ,

The creation of art in ancient Mexico was directed
toward problem-solving. In pre-Columbian Mexican
culture, art and life were interdependent; art was used -
forpersonal’ adornment, magic rituals, and medicine and
also for the communication of ideas and the ereation of
vital symbols. Indeed, art served as an effective agent of
human behavior, for it not only reflected life.but wys
also an instrument of life that ordered the world of -
na&r—e, i .

Ll ™

Pre- Calumblan Mexican art was kﬂ]E]dDSCDplC -
full of color, jewels, flowers, and birds. The natural ’
1:% was a wondrous place, yet a place of danger as
wellas beauty. Nature, full of color, violence, and magic,
was the temple of the gods. Arfserveda wide rangeof
religious ideas, stressing the underlying unity of all

“knowledge and utilizing complex, interrelated symbol

systems, derived from the natu:al world, to €xpress
intricate ideas.

Quetzalcoatl is perhaps thie best Example of an all-
inclusive symbol, varying from one pre-Columbian
culture to another but generally embodying the ptinci- .
p]EE of truth, ]ushce and courage. The way intwhich the
same symbn] was utlllzed by peuples gf dlfferent crlture

Cross- fEI‘[lllZEllﬂn

By studying the tlghtl%? knit symbolism gf Quetzal--
coatl, the students can begf& to understand the relation-
ship of nature and art, howdymbols arise from nature,

- how they are used in cultures, and how they bgccrﬂe

distinct and special within the culture itself .

The umt_lntmdurfes several major cultural themes
of ancient Mexico: duality, continuity, and order. These
themes are identified in symbols, games, and art forms.
The stydents study the aesthetic principles used to

- express these themes and.participate-in art activities

similar tothose of pre-Colunibian peoples. They see how
cultural themes can influence the culture's art forms. To
do this they investigate the presence of the themes in
mythology, poetry, craftactivities, the calendar, and
mural-making. Finally, students collaborate in the crea-
tion of their own myths, crafts, calendars, and murals.

' Materials in this instructional unit include the
following: Teacher’s Guide, The Plumed Serpant;
Symbols of Ancient Mexico student book, tapes, calen-
dar, and cards. -

Unit Concepts -
1. Duality, continuity, and order of the natural world are
major cultural themes of pre-Columbian Mexico.



2 Themes of duahg continuity, and nrder of the natural
. world can be identified in the symbols, games, and art
forms created by pre-Columbian Mexicans,

3. Artists incorporate the basic themes of a culture as
symbuls into a culture's artforms. '

+ 4. The symbols of ancient Mexico are found in mvlhs
crafts, the ancient calendar, and murals.

Unit Objectives
* This unit encourages studems
i ta became aware thatdﬁallty n:ontmmty and nrder

Z to recogmze these cnncepts in games, in syrnbu‘ls. and
- in‘'works of art created by artists, _ .
3. to/explore the process through which arlists incorpo-
rate the basic ideas of a culture as symbols into the
' culture's art forms.
-4, to become familiar with mythology, pnetry crafts
- activities, jewelry making, the calendar, and mural
: makmg ' .
5. 1o prndut:e their own myths, crafts, calendars, and .
. murals incorporating some of the symbnls of their own
 culture.

The Yoruba: An Approach to Aesthetlcs

This unit introduces students o {he traditional arts
of the Yoruba pepples of southwestergigeria and
‘Dahomey. Its objective is to develop infthe students an
awareness of the aesthetic consideratiohs which shape
the arts of these penples and make lhEl’ﬂ aware {]f how

k

behefs central to the culture
" Thetraditional arts of the Yoruba are an expres-

sion of and an affirmation of their world view. These arts
— in particular the myths, sculpture, music, dance, and
ceremonies in which they are combined — havea
special meaning that is understood by the whole
community. The cerémonies express and extend mythic
- themes, keeping traditions.alive and reminding people to
‘behave with respect and composure, This meading is

- organized around the polar ideas of order and disorder

-]

and their resalutmn in the concept of balance whlch
becomes composure in life situations.

- -Apeople’s relationship to nature influences its -
world view. This world view is in turn reflected in the
arts, partmularly in their myths. Amang the Yoruba, who °
had no written language, story-telling was a primary way
of preserving knowledge and continuing'their traditions
from one generation to the next. However, myths are
more than just stories. Myths embody beliefs about the
moral and physical laws thggovern the universe, ’
contain past history, and set out guidelines for pmper ;
behavior, ;

Yoruba beliefs valu'es and life- style evolved asa

‘response to ah unpredictable and often dangerous envi-

ronment ovér which humans had little control. Among
the most important of these beliefs are: There are a
multiplicity of life forces which pervalle all things and
affect human life. These forces are personified by the
Yoruba in the orishas (the gods). Good and evil, order
and digorder are invariably found together inlife. Social
harmdify and cooperation are essential for group
survival, Whentindividuals respect the authority of the
gods, the ancestors, and the elders, they help insure the
continued well-being of the community and bring
balance and order to the world. _
“Three ways the Yoruba have traditionally coped
with the unpredictable hazards of their environment are
through an ideal life incorporating behavioral standards

Y

[

_of respect for authority, composure, and characfer;

through divination; and through the creation of art works
and ceremonies to placate the forces of disorder and
cause them to act favorably toward humans..

. The Yorubas' concern with balance, order, and
predictability is reflected in tiieir artistic'style which is
based on considerations of symmetry, emphasis through .

‘exaggeration or contrast of important parts of the work,

and rhythmic pattern. : -
The students are introduced to these ideas and

beliefs in the pral literature, sculpture, music, and dance
nf lhe anuha The cﬂncepl of cullural slyle is lntrgduced



‘works of agt with exanfplés of Yoruba visual art and the
vxsual arto a‘ other African peoples.
fle sjudents become aware that all of the arts of
‘the Y _-uba + the myths, art, music, and dance — convey
ideas and béliefs that are shared by the community and
thatserve to affirm their world view. Students examine
amples of Yoruba masks, dance, and music for their
function and meaning, and they create their own masks
and dance based on a Yoruba myth “Obatala’s Visit to
‘Shango,” which embodies the Yoruba concept of the -
w:irld They also examine and discuss photographs of the
work'of contemporary artists to see how the ancient
African traditions are reflected in them. :
Materials irrthis instructional unit include the
following: Teacher's Guide, The Arts of he Yoruba
student book, tapes, posters, andslides, .

Unit Concepts

1. The beliefs, values, and life style of the Yoruba
evolved asa respanse to an unpredictable-and often
dangerous environment over whu:h they felt Iitte
control. v

2. The ‘l’Dr”bE‘ WDrld view is reflected in, theu arls,
particularly myths. \ ’

3.In the visual arts, the Yoruba's concern with,balance,
order, and predictability is reflected in their aftistic style

whlch is based on cﬂnslderalmns of syrnmelr"y emphasm _

the’ work and rhythrmc pattern o ot

4. All the arts of the Yoruba — myths, art, music, and
dam‘:e ~ convey ldEES and bellefs that are shared hy the

Unit Qb_]EGhVES ‘

This unit encourgges students’

1. to become familiar with the principal beliefs of the .

'Yoruba world view as revealed in one art form, myth, - )
and to relate them to the Yoruba's EprnPnEP w1th their
natural environment.

2. to become aware that all peoples share the need to -
explain the Fappanings in the world around them and

K]
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- Republic of Russia dominates the U.5.5.R. pnlmcally

'S
that the 51mllar1t:es aﬁd d;fferem:es in these explanaa
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COMMOR to all humans arld some af which are umque toa
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- particular culture.

3.to explare the aesthetic prmmples that shape the tradl-
tional sculpture of the Yaruba and make it distinctive

" from that of other cultures. _ ‘

4.t0 mvesllga[e%w the artistic prmmples of the Yuruba o

relate to the basic valyes in the culture from which they

" are derived,

. 5.to understand that in tradxtmnal Yﬁruba culture the ©
arts are not relegated to museums and concert halls, but
are.af mtegfal part of the Ile of the people

People Df different larlds have umque ways gf
perceiving and Expressmg aesthetic values. We can
observe these values in the daily lives of 4 people as well
as in their artforms. For example, people express their
values in the chothes they wear, the flavoring of their

foods, the sounds of lhe?musu: »he words of their songs, 7

their dance forms, their Uisual arts, and their literature. -
All of these manifest the aesthetic values ofa people,

We can learn about the aesthetlﬁsvglues of another
people by reading about them or by listening to someone
tell.us about them. But our undesstanding igcomes more
complete when we can occupy all of pur senses in the

“study of those pedple. That is what this unit is all about,
Itis an attempt to help students gain an appreciation of
the aesthetic values of a particular group df people — thE
people of the Soviet Union — lhmugh a total sense
experience. = - ) :

The Union of Soviet Soclahsl Republics is the -
name of a Whole nation. The U.5.5.R., with a pupulatmn
of 230 million people, ogcupies one- smth of the earth’s
surface. It stretches from thé Pacific Ocean to the Gulf Df
Finland and from the Black Sea te the Arctic Circle. The

and rulluralfy But, just as the U.SA. is made up of”
smaller units'called states, the U,5.5.R. is made up of
units called republics — fifteen in all. Each one df the

e
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“republics is much more ﬁomélgi-lhan anypne of our

states..since eachi one represents a distinct nationality
mplex h@slormal develnpmenl In this unit the

- term oviet Union’’ refers fo the group of repubims

A

- Umgp

: sense expéeriences: s

" playi

“Russia”’ refers to the Republi¢ of Russia only. -

) Through this unitstudents Expél’ienc‘e the Soviet
not only by seeing and listening but also by smell-
ing, tasting, and toughing. They take a vicarious journey
through the Soviet fimon and during the course of their
travels they observe Soviet culture firsthand — in the

streets and fields as WETI as the museums.

The students acquire a backgr&und knowledge of
the Soviet Union as a culture made up of fifteen
different cultures. They explore these cultures through °

tasting something indicative of the culture: By examining
the works of some Soviet artists, the students gain ah
preciation of their accﬂmpllshments The sludents also

"' experience the folk art of the Sovie republlcs

explore the change in the role of the arts since t evo-
lution of 1917. Finally-they come to an awarenessg
some of the similarities and differences between the

~ Soviet approach togulture, art, and aesthetics, and their

own. . ’ -

. -- Materials in this instructional ynit include the
.following: Teacher’ s Guide, game board, materials for
ng the game, slides, tapes, diaries, and various
objecys fromghe U.5.5.R. i i

Unit Cuncepgﬂ ‘

1. Diversity is a characteristic Df the culture of the Soviet
Union because that culture reflects the fifteen different
Soviet republics and their individual histories.

2. The political system of the 1J.5.8.R. has its own

" . cultural and aesthetic values.
" 3. Cultural‘traditions in the U.8.5.R. are relatég to the

E

political and geographic makeup of the country.

4. The role of the arts in the U.S.5.R. changed after the
revolution of 1917.

5. The folk art of the Soviet Union grew out of the
different environmental and geographic influences
acting on the Soviet republics.

Q
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6. The cultural traditions of the U.S.S.R. are.drawn from
the continénts of Europe and Asia and the maﬂy ethnic ..
groups that make up its penples

Unit Db]echves s

. This um,l encourages Sludems

1. to recognize that the culfure of the Soviet Union
reflects fifteen different cultures. i

2. to become aware of the cultural expressmns of some of
the Soviet republics. s .

3. to read, listen to, or otherwise experienc
of the Soviet Union.

4. to gain an appreciation of Soviet artlsl

e the art forms
Qmp]”shs

5.to uﬂderstand the dlverse cultural and aesthetic tradi-
tions of the U.S.S.R. o

Japan: An Appma:h to Aesthetics

- This unit is designed to help students see and
understand the way in which Japanese culture and its-
aesthptic values reflect one another. The unit focuses on
the traditional Japanese atfitude toward nature, which
comes from a religious and philosophical background,
and the effect of this attitude on both the art works and
cultural values of the people. This attitude is that people
are a part of nature and, therefore, should love and
respect the natural world.

The aesthetic principles of the Japanese, particu-
larly those exemplified in the visual arts, are intimately
related to their love and respect for nature. The three
aesthetic principles emphasized in this unit are preser-
vation of the intrinsic qualities of nature or elements of

the natural world: simplicity; and asymmetry. In
Japanese culture, the artist does not treat these princi-
ples as design concepts, but as aesthetic standards. The
role of the artist is to make the beauty of nature more
visible. ’ ..

In these term
inherent qualities —

s, preservation means respect for the
color, shapei line, texture, and so on

*Japan: An Apprgath ia Apsthenus was ]mntlv develnped by CEMREL
and The Asia Society.



— of materials used in works of art. The aesthetu; focal
pomt of the art product is ope or nfore of these qualities
as enhanced by the artist. The Iapanese gardgn illus-
trates this pringiple. . v = 00
Slmphmty is best described as “less is more.
Ikebana, the Japanese-art of flower arranging, and
monochromie ink painting exemplify simplicity. -

Asymmetry in nature as opposed to the symmetty

.

‘of machine-made objects emphasizes the dynamic rather-

than the static world. As a visual element in Japanese - .
aesthetfic tradition, asymmetry gives the feeling of )
mcampleteness and movement. Ikebann exempldnes this
principle. = '-

the aesthetlc values dgrlved fmm it ire expressed in
ﬂtuals as well as in art works. Chd-no- yu, the tea ceremao-
ney, extends the special attitude toward nature and the
three art principlesinto a ritual event. The tea ceremony
expresses an ideal way of life.in which"personal tran-
quillity is attained through an awareness of harmony in
nature [mcludmg men and women) and the need for
reverence and purily in regard to nature.

¢ The activities in this unit are designed to help
students understand how the Japanese attitude toward
nature influences the arts and culture in Japan. The
students are engaged with art forms that exemplify the
three aesthetic principlesof preservation of nature,
simplicity, and asymmetry. They make models of a dry
garden and practice c:alhgraphv and ink painting. The
fm:‘us of the unit is the trddxtmnal tea ceremony, chu no-

3

pamtmg m make the SETD” I‘F‘(]Lll‘Ed fur thP cpremanv
They alsn make clav tea buwl; and createan IkF‘bﬂnl]
of thF: unit is a series of smallsgmup lEd ceremoniesin
which students have the opportunity to he hosts and/or
guests and to observe how cha-no-yu brings tofether the
different aspects of the Japanese appruach to nature they
have learned ahout.

* Materials in this instructional unitinclude the
following: Teachér’'s Guide, The Way of Nature and Art

é.
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'ﬁultural expressmns sm:h as lhE tea Feremnny [r:hﬁ
“where this special attitude toward nature is extended -

" |
-
/‘4,,'

-
]
st

and Gha-no-yu sfudent books, slides; tapes film, and
demonstration cards.

Unit’ ‘Concepts .

"“1. Anc ient religious beliefs reinforce a dlsgﬁrmtly J

Japanese traditional attitude toward nature. .
2. The Japanese attitude toward nature is that humans’
are a part of nature and should love and respect the
natural world. _

3. Three principles of visual art are related to the belief
that humans shnuld ldve’ and I‘ESPEC‘.I the natural wnrld

eléments sxmplu:lty in terms of * less is more'
asymmetry in shape and arrangement.

: ang

4. Cha-no-yu or the tea ceremony, a ritual which devel-
oped to its classical form during.the sixteenth century,
embodies the three art pringiples and extends the .
special attitude toward nature by expressing an ideal-
ized life in which personal tranquillity is attained
through an awareness of harmony in nature and the

need for reverence and purity in régard to nature.

i

Unit Db]ectlves : -

This unit encourages students

1. to become aware that the Japanese attitude toward
nature [peaple shuuld lnve Ei’ld respect nature] evolved

2. tc: recoghnize in ]apanese vxsual arts the three aesthetic
principles of preservation of inherent qualities in
natural materials, simplicity, and asymmetry.

3. torecognize that these three principles of Japanese

. visual artderive from a traditional Japanese commit-

ment to a philosophy of respecting:and loving the natural
world,
4. to u’ndprstahd thét the special ]apanFSE atlitude

no- yu}
mta a partiﬁular ldEﬂ]IEEd hfe where pe plc: gam

harmuny reverence, and puntv as tth llVE thexr daxly
llVF‘%

("
0



| LEVEL 5? AESTEEIIGS AND ﬁg 'E'vazgomm

N Aesthetics plays a major role in the affective
" quality of our environment. To learn this, students
investiggte the effectarof téchnology on their _
surroundinge; examine personal and” public spaces of taday,
imagiue future environments; and consider the
inte:felatedzess of functional and aesthetic concerns.
Uaing the artist's creative tgals, students demonstrate
thelir interpretatiaﬂ of environmgntal quality. The
outcomes for the students are: Students analyze,
judge, and Value their environment for its aesthetic -
grﬂperties. Students make informeg aesthetic
judgments about the problems that affect the general
human condition. Students make decisions relating
functional and aesthetic cons iderations in the’
environment. Students are awaMe that aesthetic
considerations play a major:role in the afféctive "
quality of their envirofment. Students critically
analyze the aesthetic econdition of the environment.
Students demonstrate their interpretation of a
quality of environment by organizing arts elements ané
environmental components. Instrlictional units in this
level are appropriate for students in grade 5 and gradeé 6,

¥

1

Level 6 Concepts - | - - _ . o
. Environments are places and people together.
- All things in the environment have aesthetic

[ \F"

qualities that we experience through our senses.

3.. Aesthetic considerations play a major role in 1
enhancing the quality of the environment. 7
4. We can enhance our environment by making decisgions
abaut it on the basis of aesthetics. !

Level 6 Outcomes . . ,7K e

L : — - . _
This level of the curriculum encourages students

1. to become aware sthat "the environment" is not an
object, but an ever-changing phenomenon and that

people and their activities are part of thHe -environment.
2. to recognize that aesthetic considerations play a major
role in enhancing the quality of the environment.

3. to analyze, judge, and value the environment for ‘its
- ‘aesthetic properties. - A ] :

4. to explore ways of changlng environments to make'
them better and moré aesthetic places for people.

86 ’ : ()

6. to demonstrate their
interpretation of the aesthetic
qualities of the environment by

‘ofggningﬁ arts elements and

envifénme:§31 components for change



Aesthetics is part of our everyday world, not -
confined to a museum’or a concert hall. Aesthetics
permeates all levels of our existence.-From the simplest
choices of a child picking a green crayon to the design_ 3
decisions behind the development of new towns,
aesthetics plays a very important and positive part in our.

- everyday life. If we are consgious of the decisions we

make and their aesthetic potential, we can enhiance and
improve the quality of life style and increase the ability
to celebrate life. We can existin a less aesthet:c environ-
ment, but why should we? Aesthetic expe‘xences enrich
our existence, giving us intrinsically pleastrable experi-
ences that enhance all our lives. :

" Itis most important for a curticulum in aesthetic
education to attend to the everyday aesthetic decisions
we have to ffﬁake Cnllectively and indi'vi'dually we
as clothes homes automoblles Eai‘ks and,hlghways
every day. The purpose in this lével of the curriculum is
to heighten the students’ understanding and awareness
of the aesthetic decisions they have to make concerning

their personal environment and the wider community

‘and societal env;rcmmant in which they live.

~

In these currlculum units, the word “environ- —
ment” is used to mean the interaction of people and ~
places. The key word here is “interaction,’ a concept
thatis developed throughout the level to mean that
envirorrments should allow people to become involved
and participate activély and, finally, that aésthetic
environménts should invite, reinforce, and enhance the

.activity and participation of people.

Two major themes are inherent in this exploration
of aesthetics and environment/When we approach an
erwironment (or virtually any phenomenon, for that
matter). we immediately take in information about that
environment through our senses in the form of sensory
perceptions. Aesthetic pEI‘CEp[lDﬁ'ﬁ and responses follow
when we express how the aesthetic qualities of the

enyironment have affected our senses. Awareness of the
aesthetu; qualities in the environment, accompanjed by

-an ability to describe them. is the first theme of this

level, The second theme embratces concerns about util-

ERIC
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1ty convenience, cost, and aj proprlateness in the envi- -
ronment — form and functian, if.you will. Learningto .
" appreciate the delicate balahce between fornh and func-
tioh helps students to explore, analyze aﬁd rnake decr
sions about environments. | :

Outcomes o
The outcome for this/level of the curriculum is to
‘give the students a broad working definition of environ- - -
" merit. First, the students'hgcome aware that “the envi-
ronment” is not an object but an ever-changing pherlom-
enon, and that people andtheir activities are part of the
environment. Second, the/students are aware that
aesthetic considerations play,a majar role in enhancmg
“ the quality of the environment, and they become. able to \
analyze, judge, and valug the environment for its
aesthetic properties. Fusther, the students explore \ ways
of changing environmen{s to make them better and more
esthetic places for pegple and begin to make decisions
;;n:u’t environments relating functional and aesthetic
considerations, Finally, the students demonstrdte their
- interpretation of the aesthetic qualities of the environ-
ment by organizing arfs elements and environmental
components for change. ) -
Concepfs

The primary cnftﬁépt in the environment series is
that all thmg%‘ in the e vnrnnment have aesthellc qusll=

cgncept is that aes[hefts r;unﬂderabﬂﬁs play a major role
in énhancing the quality of the environment..and the
third concept is that we can enhance our environment
by making decisions about it on the basis of aesthehcs

:Sequence |

Level 6, Aesthetics and the Environment, consists -
of six curriculum units.EThe recommended sequence
begins with the first three units, which are more experi-
ential: Environments'Are Places and People Together,
Sensing Places, and Moving Through Environments.

Then students deal with specific environmental prob-
lems in You and Your Place, Citigs Are . . ., and Imagine

- a Place. Each of the six Lf\mts is based to some extent on

o \ 87 .
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' caﬂcepts from prevmus sequencés of units in the curric--
ulum,
Ce- E,n\fimnmems Are Places and People Together is
the introductory unit. It gives the students a working -
defjnitinn of “environment” and also introduces the
word “aesthetic” by giving the students some examples
of what an aesthetic reaction or experience might be.
This unittakes the students from initial perceptions of a
place ta sensory perceplion to aesthetic response. and
finally to aesthetm judgment. The remaining five units in
the level are based on this unit.

Sensing Places expand% on the sensory p@rceptmn '
conceplts introduced in the previous unit and provides a ’

vanetynf experienges for the students. These experi-
-‘ences.enable them to become aware of how we experi-
‘ence places thmugh our senses and how each of our *
senses can be affected to produce an aesthetic reaction;
whether it be offensive or pleasant. This unitis highly
Expenennal and Eulmmateej with a major.activity that!
-takes the students throughan aesthetic decision- making
process. Moving Through Environments is the third unit
and its major emphasis is.point cf view. This unit builds
on the previous ane with students E};plﬂrmg the many
ways our senses are affected as we move lhmugh envi-
ronments. o
You and Your Place, the fourth unit in Level E
begins to deal’with specific kinds of environments. It
builds on all the concepts in the first three units anxd
relates them to the individual and personal space. This
unit asks students to become aware that aesthetic choices
of clothing. personal belongings, and personal space
send messages to others about our personalities. ‘At the

- end of the unit students move from making choices about

space to making them abéut personal spaceina
communal setting. The fifth unit. Cities Are . . ., asks the

- students to look closely at neighbarhondsvL.ummunltlé

and cities as the larger environment in which they must
make and live with the results of aesthetic decisions.
Again the studentsare required to deal with form and
fum:tmn on [hP bﬂ%‘ls‘ Uf the al.inre Tt':qlllred to create

The fmal
studentis to the’

" nation that artis

unit includes ¢t

asks thé studen

imaginary] solt

.environment a1
-and communal
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be made a more aesthetically
mggine a Place which brings
nvironment: the world of imagi-
they) can create for people. This
yresented in earlier units and
vide imaginative (and perhaps

aesthetic problams related to
nses, movement, and personal

'
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Level é nelared Acﬂﬁﬂats BRER

Serr-ing Places

sl Yo Pl Clitives Are

1 \fisﬂt areas m th’E mmmumtv that have: been renovate

d\ Dlscuss whether or not the changes made have

1 .

2 Take a fwe -sense mp thmugh the downtown area or the center of town. Create a photo essay '
emphasizing sensory responses to delicatessens, outdoor markets coneert halls, shopping centers, and.so dn

3. Go to a playground. Analyze how it was déslgneﬁand what clues the design gives about how to move
thmugh it. Diseuss:the choices involved in the decision- makmg process with a playground desugner
"4, Goloa pa:k town square, shnppmg mall. or an

where there are many different kinds of activities.
Discuss how the déSlgn of-the place affectc:d the 2

ivities of the people there.

5. Visita demartrnem store where there are furniture display rooms. Analyze why Pach room suits or doesn’t

suit studems persnnallhes Talk lniterms of the aesthetic qualltles of the dlsplav rooms.

6. Invite city planners, zoning office pF‘I‘SUI‘lI‘lPl urban

considerations of their jobs. Attend a city council or zoning hnard meptlng wherea dEFIEIDﬁ w1]l be mfzﬁe an
the basis of aesthetic considerations.

7. Visita museum and seek out examples of i imaginary plareq in thF‘ work of artists,

8. Visit a theme park where imaginary places have been created and do a critique of their aesthetic qualities

.,

Q
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Envlm nents Are Places and :
Péapie Together .

There are two themes in-this: mtroducmry
: explarstmn of envkrurlrﬁem "The firstis that when
approaching an environment (or v1rtually any
phenomenon, for that matter) we immediately take in

> information about that environment throogh our'senses,

Students are encnuraged to respond’sensorily. gathermg
information on how the envwonment}ﬂuks feels,
sounds smells and tastes Th;s umthelps them move

next level of respunse the apsthetu; The students are to
become aWarg that they are constantly reacting
aesthetica lly to environments and to the objects within
them. Whgnevér they say. ““This shirtisneat,” “That car
is wow,” “The mnvre was ternhle or “’T‘he flowers
smell terrific,”’ they are making aesthetic responses

they are expressmg their feelmgs abnut th their. sensa‘s
were affected by'an experience. '

The students’ understandlng of EES(hE[lE

_perception and response is sharpened through use of
. questions thaf get at the aesthetic reasons for their

" reaction. They j asked, "What is it'about fhis shirt
that you like? Isif the texture of the'fabric (soft, rough,
bumpy). the coler (bright, soft, warm, and so on). the
style (the cut of the sleeve, the shape of the neck or
collar. the buttons, or whdtever)?" This hﬁe of question-
-ing helps make the stidents aware of the aesthetic
qualities that make them feel the way they do and

sharpens their ability to perceive — really see and know —

* the aesthetic qualities in their.experiences. Answering
these questions also develops the students” use of
critical language: they'will find words to describe their
reactions other than "yuk.” "wow." "neat,” “gross."” -
and “terrific.” -

The focus is then hf‘oademﬂd to EmbraLE concerns
about utility. convenience. cost. and appropriateness in
addition to the aesthetic. As the students explore '
envnmnmentq thf:\f thm to fmd some aesthehc qualine%

Q
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‘others. A cnbblestnned bike palh may -be ade up of

lovely shapes, colors, and textures, but if itis~ -

+ .inappropriate for bike- ndmg;t id not as aesthenc as it
‘mighthe. . .

. This introduces the secﬁnd theme in the unit: the
balance of form and fanction in enyvironments, with form
represemmg the aésthetic elements and function”
representing how the place or object serves the purpose.

|

and people'it was intended for. Form and function
- .cannot be separated and there is not always a flity fifty -

that deln;ate balam:e

The experiences in this unit encaurage /
students to explore, analyze, and make decisions dbout

. environmients, 4nd they provide opportunities for

projects leading to some immediate changes in the
students’ environments. Too often students are asked to .
solve environmental problems that are beyond their
.reach and on which they tan have little or no effect. If
students begin to work'with their classroom environment
and move on from there to the total environmental issue,
the expériénce will be more meaningful. In this unit and
the following ones-students work primarily with their
immediate environment where they can have some
‘effect and see the results of their decision-making. This
introductory unit is also the basis for the five units that
follow. Each can be taught separately, but the six units
stand together as an exploration of the whale concept c.
“environment.’ é '

The materialsin lh’émstructmnal urut include the
following: Teacher’s Guide, Environments Are.Places’
( and People TDgE[hL‘T‘ student book. tape. and wnrksheels

it Concepts - .

-~

1. Environment is the ?ferantmn of people and pla
2. Well-designed environments allow people to beco

involved and participate actively.

me

3. Aesthetic environments invite, reinforce, and enhance
the activity and participation of people.

-

lf‘”\
s
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Unit Objectives* .. = .: .
This unit encotirages students ‘

1. to develop a working definition of envnmnment as
plau‘:es and people tngether
2. to become acquainted with the idea that environment
is not an object, but an always-changing phenomenon
and that people and their activities are part of lhé envi-
ronmegé=—_ . .
3. to explore ways of changing environments to make
them better and more aesthetic places for.people.

S—e,nyﬁig Places o »,
. ThlS umt mtmduces the fﬂllnwmg 1deas A

_hisor her skin. Enernment is the interaction of pEDplé

aﬁd pla(‘:es Enwmnments shnuld allnw pEOplE to

ments shuuld remfnrca the ac‘tlvnv and parhmpalmn of
EDplE We experience gnwmnménts through our

The genera] objective of (hese materials is to
have the sludenls hemme aware thal all our senses plav

and hgw the environments make us feel. En\nmnments
can also add to or detractfrom the activities that are to
take place in them. Some places and the activities that go
on in them appeal to one or two senses more than others.
This unit takes the students through sepsoty
explmahnns of many places, singling out each of the
senses, The students explore the envir onments and
places that they know and how they specificallf relate to
themselves. The students learn that some qualities
appeal to our senses and others offend our senses. The
students analvze their experiences in various.environ-
ments from this viewpoint. :

This unit encourages students to explore, ana]\ ze,
and make decisians about environments hased on these
ideas and provides opportunities for projects leading to
some immediale changes in their environments. '

i

»

Q
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¢, Materials in this instructional unit include the
following: Teacher's Guide, §ensing Places student book,
sets of cards, slides, tapes, and wall chart.
" Unit Concepts
1. We experience envimn’me’ms thmugh Our senses.
DutSldE of his or her skin, . r _
3. Environment is the interaction of people and places.

4. Well-designed environments allow people to become
involved and parhclpate -

5. Aesthetic envirénments reinforce the actlvny anc&
participation of people.

Unit Objectives

Thisunit encourgges students . __

1. to become aware that all our senses play an lmpm‘tanl
role in how we interact with environments and how
enyimnmems make us feel.

. to explore how the sensory qualities of environments
can add to or detract from the actlivities lhal are to take
place in them.

Moving Through Emﬁronmenfs

Envitonments that work for people are places that

‘meet the movement (activity) needs of pedple. Move-

ment is both a functional and an aesthetic component of -
an environment. Movement on roads, paths, and side-

‘walks is a functional néed of communities, but this

movement and the routes taken can also be aesthetically
plﬁ-asmg;s and provide people with greater opportunities
to experience their world. The feeling of mavement
LI‘EdlEd by the relationship of.one place to another and
J the movement activities of people and things in their
environments add excitement and life to places.
Envirenment is a theatre for action and inter-
action. Different environmends provide people with-
opportunities for different activities and experiences.
Designers of environments for people should consider

as

My
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the movement activities of people. In turn. different

~ places are changed and reshaped by movement. An

awareness of natural movement in the enviranment, and
of the interests, needs, and activities of people helps us
to shape more pleasmg environments.

In order to understand these ideas, students
examine the movement and interaction of people and
things in their environment, their own movement neg‘ds
and interests, and those of the larger community. The

idea that we want students to come away, with is that

" while movement on roads, paths, and sidewalks is a

functional need of communities, this movement and the
choice of routes can also be aesthetically pleasing and

- provide people with greater opportunities to experlem:et

their world. The activities invite students to become
mote aware of muverﬂen‘m their wprld. At the end of
the unit the students are asked to 2n} lyze and judge
places as to how they pravide opporiunities for people to
celebrate life, They are also asked to selectg place in
théir'school or neighiborhood that they feel could be
lmpmved in this manner. Activitiesinclude observin g '
mnveme_n[ l-n the EndrQnment partlclpalmg in mov

tion Bf dlfferent plaﬁés “and lhe creation of dlfferent
places (or models) which provide nppnrmmueg for
different activities. :

This unit encourages students to explore, analyze,
and make decisions about envirunments based on thes’é
ideas and provides o
immediate changes in 1 the snv;mnment; ‘most avaxlable
to them.

Materials in'this instructional unit include the
fnllﬁwmg Teacher s Gunﬂe Mmfmg Thraugh Environ-

Umt Cnncepls

1 Environments that work for people are places that

meet the movement (activity) needs of people. )

2. Movement is both a functional and an aesthetic

component of an environment. 5
5, and sxdpwalks isa

a community.

3. Movement on roads, patl

functional requirement of a

K]
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4. Movement that is aesthetically pleasing provides
people with greater nppnrtumtles to Expenence thEIr

™world. . c

5. The sensation of movement created by both the :
relationship'of one place to another and the movement

) activities cnf pegpie and things in their environments

Unit Db]echves ) -

This unit encourages S students

1, to becume aware of the movement and mteractmn Df
peaple}and things in their environment.

2. to explore their own reactions and those of other
penple to the movements around them nf which they are
a part.

3. to become aware of how penple mg#f inres
the prganization of different places.

4. to become acquamted with some of the cnmpﬁnents
necessary to create different places (or model:;]{hat
provide Bppﬁr‘tumtles for things to happen.

. You and Your Place .

We all have an emotionally and aesthetically ¢

’”n‘sé to -

. charged zone around us, much like a soap bubble. 'Thls

zone says something special about us:
The indjvidual space that we inhabit may be
affected by thle way we fix our hair, what clothes we
choose to wear, the food we eatsthe way we talk,
whether wg shout or whisper, the way we move our body
through sace. The way we look, smell, sound as we talk,
the way wé listen: all these qualities say something about
us. Alythese things regulate our space when we atre.alone
or around other people. They create a bubble or.aura
around us called personal space. v
People%&snrcﬂ to define and personal;ze the spaces
they inhabit

e students become aware that their
personal environment is an extension of themselves. The
unit helps students examine themselves and their own

personal space. They make some decisions and plans for
changing areas considered personal space. They also

become aware of the concept of communal space and



2

. : . r
" how it differs from personal space. 7¢E’y explorethe -
contrad™between private space and public space.

The students are introduced to and explore a
definitibn of personal space, and they develop.ideas for
Eesthetu:ally pleasing personal spaces for living, sleep-

- ing, studying, playing, and for storing belongings. They
attend to and make decisions about the components of
aesthetically pleasing personal space, ggﬁup personal
space, and communal space. .

Through these projects the ward ‘appropriate’’ is
introduced in relationship to aesthefic qualities. Ques-
tions such as; “Is the design of a space appropriate for
_what is to take place there?' “are asked. The concept of

2 be applied to making critical
aesthetic ]udgrﬁents of design situations — many situa-
~—tions — rathegthan to making value judgments as
connoted by the use of the terms *‘good" and *'bad.”

The students arqencouraged to assess themselves
aesthetically, o “tune in’"to themselves and th:'iEy

look and live, and to explore, analyze, and make sofne=""
decisions about private spaces which affect their way of
living. Activities reflect the'idea that people are sendmg
messages about themselves and their self-images by th

way they dress and what thiey do with the environmenTin
which they live. These projects provide opportunities for
the students to make some persanal spaces or to change
already existing space.'?s By analyzing and designing their
own personal spaces in this unit, the students gain ’

greater awareness of and aesthetic sensitivity to the

- larger environment. ‘

Materials in this instructional unitinclude the
fﬁlluwmg Teachers's Guide, Youand Yo
book, worksheets, and charts.

-Unit Concepts . 2
1. The emotionally and aesthetically chargéfdizaﬁé
around each'person is called personal space.

2. Personal space reflects the way an individual looks,
feels abouthimselt or herself, smells, sounds, and
moves. '

3. People want to define and personalize lhe spaces thev

mhabﬁ\ N
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4, Decision-making about cam,,,unal space calls for -
different criteria than decision-making about personal
space. g e
Unit Objective V : .
irages students -

Thls unit encou

pleasmg personal spaces,
3. to understand that decision-making about group or
communal space often requires compromises. ~_

ClﬂesAl'e_ ce?

Ii Cities Are . . +, the fifth unit in the Epvironment

2

level, the students begm to look closely at neighbor-. . ..

huuds communities, and citiag. As before, students are
involved in discussions and activities relating to sensory

« perceptions, and they are asked to atiend to the qualities
that make places aesthetic and al]ﬁw for the participa- -
tion of peaple .

The focus is on cilies, their function, their look,
and how their shape grows out of the natural features of
their locations and the particular social, economic, and
cultural needs of the people who live there. Students
investigate the growth of cities in response to these
factors. They also explore their own city or community to

discover the forces that shape its individual atmosphere. -

The stullents do this by building on the understanding of
environments gained in the earlier units in the level.

By now the students are familiar enough with
aesthetit elements to begin thinking about aesthetic
principles. In this unit the idea that the interaction and

cnming ngElhEF Elf the elemems prﬁvides us with a sense -

in harmnnmus and p]easanl ways In the earlier umts the
students become consciously aware of ordér, unity, and
diversity: in this unit they are the main considerations
students explore in regard to environment as places and
people interacting. They examine how tha activities that
define the city affect the city's ae\sthetw qualities.

, ‘ ' 93
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The particular viewpoint on cities to which
students are exposed is based on the following congeplts:
The-activities-taking plsce in a city give the city its
meaning and also affect the city's appearance. The image
of a city depends upbn its activities and on the percep-

® tions and feelings that people hdve gtmut that city. The

E

form a city takes grows out of the natural features of its
surrounglings and the particular social, economic, and
cultural needs of the people who live there. Perception
of the interaction and coming together of elementsin an
appropriate way provides us with asense of order. _,
Order ¢an be established by relating formg-and nh;ec’:h
in a harmonious and pleasant manner. ACIlVlllES. image,
form, and order should all come together in the city. The

~ city should come ative for work, for play, for\yelaxation.,

and for celebrating life.

7 Materials in this instructionalunit include-the
following: Teacher's Guide, Cities Are . . . studént book,

+

simulation game, photographs, activity rards and poster. -

Unit Enn‘;épls . - (

1. The activities taking place in a eity give the city its
meganing and also affect the city's appearance.

2. The image of a city depends upon its activities and on

the perceptions and feelings that people haveaboutit. ..

3. The form a city takes grows out of the natural features
of its Surmundlﬁgs nd the particular social, economic.
and cultural needs of the people who live there.
4. Perception of the interaction and coming together nf
lemem% in-an appropriate wtw prnvldps us with a sens
of order. -~
_5.Order is Estabhshed by relating forms and uh;;cts ina
harmnmmls and pleasan! manner.
6. Attivities, image, form, and order all come together in
‘a city that is alive for work, for play. for relaxation, and
forcelebrating Iife’:z -
Unit Dh]EEhVES . '

This umit encourages stmle ts
1. to become aware that the activities of a city affecta -
city's aesthetic qualities.
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2. to investigate the idea that the image OfXT:lty depands

on the activities that take place there and the perceptions-
and feelings that people have about it.

4, to become aware of the elements that contribute to the-

form of the city.

4. to explore how to estabﬁ] order in creatin th‘e
appearance of a city by relatlﬁg forms and objects in’ na
harmonious and pleasant manner. -

5. to examine hpbw a city can be made a moré .
‘aesthetically pkeasingplace to live.

Imagine a Place Lo

Imagine a Place is the cancludm unit in thiglevel.
It follows\up on concepts that were mu%uded in the
previous uRrits, but it is primarily concerned with intro-
ducing the idéa that artists have been creating places for
people (envitonments) throughout history. Some of these
are found in literature; arf or theatre; some of these are
created for purely aesthetic purposes; and others are
created with an eye toward reality and the future,
Students explore a number of these imaginary eny
‘ments and become aware that artists have always
cregéd imaginary places as an expression of their feel- _
ings and emotions. Ct

iron-

“This unit reinforce$ the concepts of form and_ =
funttion, and allows students to review what they have
experienced in the precedmg units in the sequznce The
students investigaté the idea of appropriateness in
design ly solving imaginary environmental problems -
that require them to balance form and function. Students
also provide solutions to aesthetic problems related to -
environmpent and the senses, movement, personal space,
and Cl[lﬁ or communities based on wl"rfrt they have
learned. -

“Materials in this instrictionalunit !ﬂE‘lleE the
following: Teacher's Guide, Imagine a Place student
book, excerpts from books, phntugraphs and posters.

]
D_O

E\

Init Cancepts
agmatum is the biggest environment theére is.

m
I zgerations and

maginary places are sometimes exa agge
istortions of real places.

n_\rq -

-



3 Imagmary places Ereated by artists can help solve ) _

actual environmental problems. o ; : _ ., _ ST .

4. Any environment, reaﬁ or-imaginary, must bilance o ’ ; T
*form and function. ' ( . Lot )

Unit Dh]echves

This unit encourages students . / ‘ - : ) " K
1. to investigate the idea of appmprlatenéss in design by - o N ’ - -
solving i imaginary environmental problems requiring . : o - ¥} N
them to balance form and function. ' : ' s . . :
2. to provide solutions to aesthetic problems related t :

enxlrnnmer;)nd the senses, movement, personal s‘pa@/ ‘ ’
.and cities orcommunities based on what thev have
Jlearned.
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thorris Weite, ™

esthetic education is mainly toncerned with
teaching the arts in the elementary school, and to date
aesthetic education, like the arts, has been a peripheral
issue in elementary schools: Morris Weitz has noted that

. students educated in our schools are atsthetically

deprived. This is partly due to the fact that the arts

E“Tll( ation rnmﬂmnl\ has not articulated very clearly the

role of the arts and aesthetic content in the basic educa-

tion of the child. There are linkages through concepts,

activities, and through content of all disciplines. not just

the arts, that make’the case for the inclusion of an
aesthetic education curriculum based in the arts as o part
of the program in the elementary school.

This chapter attempts to strengthen the case hy
pointing out how the aesthetic education curriculum,
while meeting its#tated goals for aesthetic education,
can contribute to the broad educational goals of devel-

oping at“[h( i pmu*plmn hml(lmg knn\xlf (lgf' .1hnul
the arts
and slmngth?mng g(;n&rdl;

11}1(4 lhmkmg 51\1115( In
addition, by discussifft the role of the arts themselves in
general education, we hope td.solidify their place in the
elerrentary school as an arca of study equal in valie to
any other. 7

~Inthe 19605, Bruner outlined a curriculum model
lon i(]t"i’llifi(dli(m of m ‘1jm r(mr’vpts dﬂd zkills

3 rnpd( l nm]m
: in the early learning
ed and rf‘mhu(c‘d over time, hecoming
f%lnping L[l[l[,(;[)llhll hase for learning.

vears are e}‘%pzm
acontinually de
Although the
-specifically (if‘%l}%ne‘(i on thv Brum r mnrh l i (ild lnHLl—
‘ence the designers of the aesthetic education curriculum
‘in which a core group of skills and a knowledge base of
concepts are continuous l\ expunded throughouat the six

So. What Is Avsthetic Educatinn? " in Report of the
fucation Center, ed. Bernaed 5. Rosenblatt (Washin
CENREL,

(!\,f?ﬁl’lhif”f
D.¢.: American Theatre Associnton .,lnrl St Lonis, Koo
pp Q1-45,

: 5. Bruner.

Ine=

The Prociss {lff-rllzr:ijlll)rz (Cambridge, Mass

5

O

ERIC

Aruitoxt provided by Eic:
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levels, and these skills'and concepts are re lnfm( L‘(l in
each of the units.

PERCEPTIQN g

A major goal of the curriculum is to develop
dt‘stht'h( rﬁ*l(epllun the dhlllQ' to perceive objects and
esthetic criteria. In each unit same mode of
:ption is demanded or requested as part of
xperiences orinstructional process, so that the
all'vutcome of a continuing experience with the
tulum is an ever-expanding qnphlshrdluﬂ of the
enls’ perception.

Level 1 of the ¢urriculum, Aesthetics in the Phys-
ical World, introduces the concept of aesthetic aware-
ness as a first step in ae q{hpnr perception. The early
ervation of all types of
phenomena and awareness of their aesthetic properties,
Listening for sound within the environment, movin; i"lh(’
hady as an m-r.(rlmmnl looking at thmgq within the *
environment that move, being conscious of how some-
thing smells, tastes, feels — these are the introductory
activities for developing aesthetic perception. At this
qtage’* Df thz'*i'r HP'\/(‘lemPﬂl vmmg sludc;‘m-i; gre r’racting

lrmguglge .tha[ is d T 1[1[1\“; nt the .;m.stht:,l,c: ub]eut or
event or of their aesthetic qualities, Later.the students
start to select out and recognize the qualities within an
objector e

vent, or an art form, that ean be characterized
as m:%‘.them Broudy thrms them the sensory, formal

H Lhnl[;ill. Lmd expressive properties of the object.!
1""counters': the things that count for
the ﬂéSthEllC in an object or cvent.' Either term appli;éa'

that they think are aesthetic. lhm have arrived at lh('
middle stage of aesthetic perception,

CHarry 5. Broudy, B
Fihuulmn [Urh ni, 1 Uy
‘L Kaelin,” f‘\zw!h(
i BEducation 2 {1968), pp. 51- h[\ RC ;umh d in ;\z
6f Education, ed. Ralph A. Smith (Urhana, L Univers
5 1871), pp. 144-61

fRugene

I‘rublf st
Hlinois Pres



lgltmnshlps within or hc:lw

and the object itself. This initiates the process
of dnalvsm that is the beginning slep in aesthetic criti-
» students begin to verb

that exist in whal lhefv pért"@ivp Thév h("gi'n {o mnke]

whelhsr lhey he ;l['[ fu,rm.s or Db]tjijls an l E\,'enls in the
environment. Yeta more sophisticated stage of percep-
tion involves the anal$zing, generalizing, and justifving
of aesthetic perceplions and judgments. It is now that
students begin to describe and analvze phenomena for-
their aesthetic qualities; they are able to make judg-
ments about them and relate these judgmeats to other

encounlers within their own experience. This is the most

. St);f)higlir"nl(‘(l stage of aesthetic perception and is the
culmination of the process of perc E‘l\z’lﬁg an U})](‘L[
aesthetically. '

Critical Language

’ One part of the development of aesthetic percep-
tion is a cumulative development of the language of
aesthetics that we term “eritical language.” All through

language used to describe the aestheticqualities of
objects and events. In each unit thev learn to use this
kind of languaga to phrase aesthet n(lg"’r}wmq In the -
early levels of theséurriculum, word matched up to
objects. events, dn(iF“{pf"[‘lr‘nF!‘% %1mple rPldlmn,hlp%
are r‘smbllthi (;'hur—

5dre m

Simple mzﬂc:hingi a»ml juxlapusing of experiences )
forms. and language are the first steps to developing a
Crilir‘ﬁl lémgimg(‘ As thr‘- -:.tmh"ntﬂ; move [hruugh !h("‘

aeslh,&tu‘ ;\,psz!,eﬂua_,
On reaching Level 4, Aesthetics and the Artist, the :
asked to do more formal analysis such as a critic does in
writing a review of a lnmk or 4 dance pe‘rfnrmam eord

music conaert.
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alize about relationships

lum, students are iniroduced io the terms and

l,he:_\ h(lvs: W!lhlll Ez(mh uf lhti 1,1n1ts=

of

pllwD ln l to

terms m hF‘ mem()rlgpd hul mlhrr

enable students to describe and (Dm]‘)%‘t‘—‘hpnd aesthetic

quallln"a to mdl\e‘ apéthtﬂnt ]udgmrnl% ﬂnd to ]ushfv

forms thpmqplqu or thr- envi nnmPnl
case language development is from the Sli‘ﬁplP to the
complex. The continuum is as broadly based as t he
teacher in the school wishes to make it. There is no

prescribed vocabulary list for each level of the curricu-

-lum, but as the curriculum expands, it continually

~on the higher levels. On the mtrndurmr

develops the students” ability to use critical language.
Thus the students acquire over lime the language of
aesthetics —

they develop aesthetic literacy.
Sensary Development

Within the activities the students engage in (that
sin lhe r*lass—

is. wnhm lhe auuill letlrnng P‘{IJE:‘FIEDC‘

t’:\ipF‘[‘anllrll lvppq nf arlf\nhpq{)n the l(

levels to more cognitive, knowledge-bas pPrances

El':; students

I~ ‘:l_ m

are asked to react to E![]El‘lﬁﬂ es through thenr emotions.
This is not to say that there is no knowledge or cognition
taking pld e on the early levels, nor does it mean there
are no sensory or experiential activities within the later
levels of the curriculum. This is rather a matter of
emphasis and growth for the students as they move
through the curriculum.

‘f oung students are made aware of how things
te. sound, look, and move. They are asked to +

feel, t

‘ partic lde\L directly in these experiences and are noi

necessarily required to explain the hows and whys of
these sensory experiences. The students work with their
five senses as keys to aesthetlic awareness and percep-
tion and begin to comprehend how the senses assistin
cognition of aesthetic qualities. These early levels of the
curriculum provide a sampling-of different aesthetic




E3Y

experiences [hrDu‘L,h the arts, and the %IL](]E‘H[% are not
asked to order or make choices about them. They are,
nonetheless, actually involted in these sensory exXperi-
ences as an mtrndurtmn to the realm of arts-hased
aesthelfic experiences in which ths‘\ will participate
later. : \

On the higher levels of the curriculum more
information is presented and more analysis is required,
puiting the student in the rple of making and justifving
judgmenis about the aesthetic qugllltn". of Ihmgs dml
events. Because knowlddge is néc
choices. the learning process at this level is more tngm—
tive than experiential in nature.

The Lﬂlldé‘ﬂl is now maore mature IH[P“F‘CILH”\
and more able to deal with complex ideas and content
than in the primary grades. As the students move from ~
the sensory and experiential to the cognitive and knowl-
.edge-based, the activities in the curriculum units
encourage their development and growth.

Although this chapter hf'gun with a.discussion of -
~aesthetic perception as an outcomé of the curriculum,
general perceptual skills even without an aesthetic
component are of primary importance to education and
deserve a separate mention here.

Throughout the curriculum the studenis are
EDnlimmll\, i 1119(1 on to pe"FCéi'\'e" (')hjﬂCIS and evenls.
ption of seeihg,
hiédrlﬁ;i 's.mpllmg d%hng nml ff 26 lm;ﬁl and in the psycho-
logical perception of abserving, interpreting, and
analyzing visual, aural, tactile, olfactory, and kinetic
information, and making judgments about it, All of the
experiences in the curriculum encourage the studepts to
use all five of their senses as aids in perception. This
assists the students in language development, in reading,
in de*VFlnplng curiosity, in creative problem-solving.
_Anincrease in general perceptual ahility will comple ment
all areas of the curriculum using perceptian as a basis
for learning. It is difficult to think of any that do not.

ERIC
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GOAL : TD TEAEH THE ARTS /

Aesthetic education is primarily concerned with
teac hing about the arts. Asindicated in previous chap-
ters, the knowledge base for thé curriculuwm is the arts,
that is, ddnce, film, literature, music, theatre, and visual
arts. [t is obvious from reading the descriptions of the
units that the arts are the major source of content for the .
curriculum. This section summarizes how the students
learn about the arts throughout the curriculum.

On the early levels the students become familiar
with and experience each of the arts dlsmpllneq They
then are engaged in manipulating and creating within
each of the art forms so that they may become aware of
the relationships between the elements that are the
"suhstance of each of the art forms and of the whole work
itself (Levels1 and "*‘) Further, they experience firsthand
the creative process within each of the art forms. and '
thev'hegin to accumiilate a’larger knewledge base about
the desthetic qualities of each of these art forms (Level 3).
‘From there they move to an exploration of what rmight
betermed the individual's role within the art form and
how the artist plays a role in the creation of works of art
(Level 4). Next, much more information is added about
the cultura} context of the art forms within a country or
sociely (Level 5), and finally the application of the art
forms lo the environment and the societvin which we
inqutigated (Levvl 6]

live is

more rmd more kﬂuwledgp nhnut the: t furm's. as dl;rlp—
lines. While moving through the ¢ urrlrulum year by
vear, they come to umlprgt.mtl that the arts are an inte-
gral part of our society. They understand that the arts
have some unique characteristics that identify them as
ae%thehr objects and events. The important part of-this
education in the arts is the nurturing and ~

growth of students’ ahility to make acsthetic judgments,




critical audience. and
me pezrfurn,

e partofa [JE‘FLE‘PII\ e
l\ their desire to he

s of the arts.

GGAL TO CREATE A BETTER

LEARNING ENVIRONMENT

The installation of the
have some significant second
identifiable as instructional outcomes that will assist the

= school towards its goal of educating its studgnts. A curric-
ulum of this kind reinfc the ideas of pﬁz} sure, jov,
and intrinsic.rewards within the school context. The
‘events and objects with which aesthetic education is
concerned can be validly experienced for their own sake
and not for anv other putcomes. Aesthetic experiencesin’
a HLhUUI um!m.[ can bri mg ]n\ dnrl 5i mql action to

Hum may of itsel{
ts not directly

arv eff

rew;lr(llng It is impor tan[ fm (!:l(.h ui s to [t}illi}{iz [hil[
aesthetic encounters are alwayvs among those [hings we
remember and consider most significant in our lives, If
“only a partial sense of this s intraduced into the elemen-
tary curriculum, it can have a positive effect on the
overall educational climate of the school. ATter having
experienced this curriculum, the students should have a
better attitude toward learning in all areas and have a
ing about the school.

more positive feel
Itis not easy to identify these feelings or to specify
; them as instructional outcomes, but téachersinvolved in
teaching aestheficeducation have continually referred
to thett. Lenore Rosen and Rosalie Gale taught the
Primary One class at Greensfelder Elementary School in
University City, Missouri. The foHowing is their charac-
terization of how an emphasis on aesthetic education has
contribhuted to the educational climate at their school:

£
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We have ma
.becase our school is a CEMREL Demonstration School.
Qur visitors never fail to comment about the children's
happyfaces, responsivenegs, sparkling personalitiés, * .
and the beautiful environment they have treated. The
room is covered with original art work — no store-bought
or copy-type work exists here. With all the emphas;s on

the arts, some skeptics might wonder about the rea
and rithmetic. Butt hildren's scores on their Stan-
ford Achievement Tests prove'that there are alternatives
té heing screwed to a desk, and working on skillbooks,
drills, and ditto sheets all'day.” ' -

1

Comments like this indicate the potential effects
of the aesthetic education curriculum on the total
learning climate and total design of the school program
— effects that cannot be measured in quantitative terms

nor reflected with any'kind of ‘accuracy through test data.
But this attitude, this fee]hg thal i'% crpam(i withiﬁ lhe

school is surelyv one of the
kind of curriculum, and if he ;;e.slhem: f;_dl,uﬂltmn t:urrlg;
ulum can foster.it, that may be its major contribution to
the geneml priuralinn of every Stndém -

In [uidmun to the [JD‘jllth‘ effect of the total curric-
ulum on the overall look and feel of the school, imple-
mentation of the curriculum can also contribute to the
general education goals of the school. Each of the units of
instruction is designed to take into consideration the

_ongoing goals of the education program in the elemen-

tarv school, and a further outcome of the curriculum is
its ability to use aesthetic education to foster g anPFBl
education. There is a continual development and exer-

‘Lenore Rosen and Rosalie Gale, “Two Primary T
Aesthetic Fducation.” This quatation is from one of a se
stined tten at the request of CEMREL's Acsthetic Edr
Program by teachers who have taught some of the aesthe 1
curriculiim units, Three of the »sludies, adited for le ngth are

inclided as Chapter a




cise of thir king skills ap
the aestheftic educatior

“such concepts as point of view, part and Wh()l(;
methods of expression, is crucial-to all v

alternate

B

B

r)li(:ﬂhlr- to gr’-neral ednrminﬁ in

.;J,m!

learning, without being restricted to aesthetic

education or the arts.

Aesthetic Education

and ther Subj‘eef Aréas

rélevant fo sub]uuta now wi
program in elementary schools. Th
example, complement social studies:

units complement and e
sciences. The Level 4 un
able to career education
units far the primary gr;

In the individual units h

trelate to langyage d

h:
er fnrmmg arts agiivi

o]

ir

=]

f reading and wr“
zalion, Constructi

-standing and usage, re
verhal response skills |
instructional ¢

u;iihg and list(zning skills, and

gener dl e (lm ;mnn
¢ culture units. for
the environment
xtend the physical and social
its on artists.are directly applic-
investigations,
rades relate to lrmgu age arts,

hm thv

skills are de elopud

evelopment. Literary and

ies require use of the basic skills
ng. Units ]llxt‘ C re‘ulmg C hQF(I[JHI’I—

lev e:lup l;mgu‘;ige; Lln(iczl -

e siithject matter

and theme, dnd s[\ le‘ nf (lrflmdtn [m(I 11{« ATy works,

In units such as Movement, Relating Sound unf!

Movement

and Forming Movement Phrases

cdactivities

hased on dance/movement maintain and further

students
the use of their whole hao
students gain control ov

maotor skills). Thev incre
ce, endurance, rhyvthm, fle;

space, structure, halant

O
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interest and enjovment in ac H\l[l

involving
dy (large-motor skills) and help
2t the use of body parts {small-

:ase the students awareness of
hility,

The introductory

|
|
|
|

formations, relatianships betyeen hody and space,

motion, direction of movements

and time, Music or

sound-centered units, like Tope Color and Armnging

Sounds with Magnetic Tapes.|c
skills in aural diserimination &
and instruments, co mhina’ti::m

and simple and complex p[mtris. A_ll uf th&: umts can bf:

analvzedin this w
content.

Aesthetic Education
-Cognitive Skills

way to (lt‘lfﬂf‘ﬁ#

+ Engagingin the kinds ofja

an

ctivities required by the

d

ine their general skills

F

aesthetic education.curriculum units also helps students’
pment In the area

h()]()'

W('mll C n;mhwﬁ psy

cal de‘ve‘ln

,Unulusmnsi and makmg ]udgmenls Thp ‘alll(anlfﬁ are

also making inferences

antl applyving what they have

léarned to situations outside the learning situation. For

example, students who hgve work

ed through the

Dramatic Conflict unitare able to apply their
understanding of conflict to what they read anri to what

thevw
their own lives.

atch on television, and to what thev experience in

Constructing Dramatic Plot is another of the units

that aids in acquisition of generalizable
students identify characters: they
[ﬂ(lthE plmplpmv
dent, and resolution. The ahility to analy:
way is useful in every subject area. In Writers, the

students work to become aware-of the variety of ways in
nts an individual point of view. The
lw(i to dnm cong lu%mn fmm what the

The
dents; they identi

this w

& writer preser
r.turlvnts are g

cognitive skills.
equence inci-
ts, crisis, inci-
material in.

1}

[l



becoming intelligent critic al readers. Similarly, the manipulate their knowledge intaa pers sonal sta
activities in Wrilers require students to evaluate the consistent with centemporary expression and their own

content of spoken and written language. Last and not singularity.”

least. the students are encouraged to write themselves. Eddie Katsumoto, who teaches second and third
Each of the curriculum units can be analyzed in this way grade in the Jefferson’County, Colorado schools.

to show how it contributes to the development of cogni-- remarks: . '

tive-skills. ‘ My goals for the school vear to develop aesthetic

ion, visual perception.

apprecialion, creative expre:
music, and

auditory awareness, and 1ntvgnllmn uf art,
physical education w1th the total

As part of the background for this book, teachers
who had worked with aesthetic education curriculum
“units were asked to write descriptions of how they used

A - : . ohjectives coincided with the phllnsnphv of the .l?&-[hPtlL
the units in their classrooms. This series of case studies
: f edueation eurriculum materials. Through experiences
shows time and again how aesthetic education fits into ‘ with the units students definitely became more highly
the general education curriculum. Whether the students aware of the world around them.”

roriteria

are criticizing e each other's poems using aesthe

or commenting on the shapes they see under gen

scope or judging what they hear and see on television,

the teachers recognize that lhvae' kinds of responses . 7 ldmu.ly- s arr.nfréifra.tmi\ In fm L about fnft'v 1o sixty
Care reinforeed by the presence of the aesthetic education _ percent of every school day is spentin reading, word

curciculum units in the classroom. The following attack ;md flm]\ skills, handwriting, and ather language

excerpts from’the case studies’point out how the i i ivities. The aesthetic education units fit

aesthetic education curticulum strengthened the overall most rendily into these turriculum afeas . .. Math, social
ic i aught daily in hal{-hour tir

the application of the units' ideas and techniques
v complemented county-prescribed objectives
46 suhjf';-f:l ares 'alstl;"

A first-grade teacher, Barbara S
]eff"rscm( ounty, ulumdn savs:

elementary program in their ¢ lass STO0MS.

Janet Davis, a fifth-grade teacherin the Jefferson
County Schaols, Colorado, savs:
With the CENMREEL unils
to provide students with the opportunity to develop th
: talents, Lo increase s H I()nfldt nee ang §fthi

n’] units nf my 0win (if‘ 'igﬂ [tryv 1\/‘[-;-, £
A 5. ¢
alr

The arf!hem P(ll -ation units fit well into our interdisci-
plinary approach to the arts, for they afford children the
opportunity to experience a real transfer of learning

from one subject area to anuthc:‘r Not nnly dn chlldren

unique
awareness, (o sharpen critical
ative ]\ \‘H!hln the- ldr},r r fmmm.\,nrk u! ;rnup t\HmI I

a see shapes, for example, as
also as the configuration of wurd*-‘. in rf;.]dlngi [hP hndy
. for afriend, and as the terns are eated on
ﬁgfnl to th(- slurh mis. :\n ali?.‘a!h(;[lt nr(]e;rln;, nf the: torm oﬁ - ZIE[‘I,"' and as the patterns that rep d
e L their clothing.
elements in content areas .1llrm individuals never to
lose sight of themselves, their feelings, thei 1zths
and their talents within the ohjective context of skills,
Built into each learning situation of concrete facts is the
opportunity for children to use their understanding and
. " Janet Davis, "A Fifth Grade Teacher’s View of Aesthetic Edueation,’
. CKatsumola, “A Second/Third Grade Teacher's View of
ucittion.””
"Harh ara Hh,ﬂlc v, A First Grade Te ar's View nf Ansthetie
102 1
; -
L i v
O
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GOAL:TO USE THE ARTS AS
GENERAL EDUCATION

Théaeslhétic education curriculum u
as a content base for the curriculum. The aclivities
qutlined for each of the units usually result in art experi-
ences that give the students a wide range of ideas and
attitudes towards the arts. The aesthetic education
curriculum presents a comprehensive view of the arts
because the curriculum hasically tea hes lhb arts.
Ther&f()rv itmay lw hplpful now to d

enbdm @ [md rmnfnrr [hl“ gpne'ml go nls uf lhe’ %‘lf‘rﬂLn*
tary school program. :

For the past eight vears, The DR 3rd Fund has
been mvul\,;_a(L through their Arts in General Education
Program, inlooking at the arts in the context of genetal
education,The Arts in General Education Program has
been involved in or has supported many projects in the
schools, among them Project IMPACT, SEARCH projects
in New York State, and the pilot projects that the Fund
itself has financed in school svstems in Mineola, New
York; University City, Missouri; Jefferson County,

Colorado; and elsewhere Many of the units of instruc-
tion included in this curriculum have heen tested in a
number of pilot pmjvrt% supported by The [DR 3rd Fund
as well as many other school svstems. Recently Kathryn
Bloom and Jane RPmer of the Arts in General Education
Program developed the following analvsis of how the
arts cantribute to the basic education of every child.

1. The arts provide a medium for personal expression, a
rlvep need experienced by-children and adulis alike.
Children’s involvement in the arts can he a strong moti-
vating ft)r(,.ez forimproved communication through
speaking and writing as well as through drawing or
singing.
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2. The arts foens .})te nlmn dnd energy on [H‘I";flﬁ 1

vation and self-a&areness. They car kec ]
adults more aware of their environment and }wlp tht[ﬂ
develop a stronger sense of themselves and a gredl
mnfldf!m #in thmr UW dhlllhe-‘ Ihl i

{!m()ll()n;ll taculll& .,m,d cnpe, with lhs: wnrld ar
them.

3. The arfs are a universal hum;m’ ph«'n(zm(‘nnn ami
means of communication. Invo -
3-; W,

nt ;md nhwwvr can pmmuIP i duepur un{ﬁ*s‘- =4

-
ences ;lmr)ﬂ; races, rphgmns .m,f,l uxllmr | lradnmns.-{% )
4. The arts of dound, movement,
color, mass, energy, space, llﬁt‘ shape, and l[mglmgp
These elements, singly or in mmhu ation, are commdan 18,
the concepts underlyving :ts in the curr

ulum. For example, xzplnring solutions to prohlems in
mathematics and scienge through the arts can increase . o .
the understanding of the process and-the value of hoth. )
5. The arts embody and chronicle the cultural, aesthetic,
and social develépment of man. Through the arts, chil- C

:an hecome more aware of their own cultural
heritage in a hroad historical context. Arls institutions,
cultural organizations, and attists have a vital role to
playin the edpeation of children. both inSchools and in
the community,

dren ¢

6. The arts are a tangible expression of human creativ itv,
and as such reflect man's perceptions of the world.
Through the arts ¢ and adults can become more

awiare of their own creative and hyman patential.

7. The varions fields of the arts offer a,wide range of .
I VO I 1cation
provide opportunities for students to expl
the possibility of becoming a professional actor, dander,
musician, painter, photographer, architeot, or teacher.

programs

-/
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problems in adj

Kathevn Bloom and [ane Remer.
luration.” Arts in Education Prpgram. The [IR 3rd l’nml November

‘Fhere are alsn many lesser known opportunities in arts-

related technical areas such as lighting engineer,
Lnstumer in a the.m‘r ar i %pc-; l«lll‘l in drulgmn;. ‘md

;t.,ltluns such as museums, pe rfnrmlng xirts ;,xngps imd
arts councils. % -
8. The aris can contribute substantially to special educa-
tion. Ftlll(’dtluﬁsll programs emph'h «ing the arts and the
creative prc are hmng developed for students with

rning disa such as the retarded and handi-
capped. These programs are conceived as alternative
approaches'to learning for youngsters who mat have

ms +to more traditional classroom

situations. The infu
educationiof all children al n(uurelg :5 the identifica-
tinn of talented youngsters whuse special abilities may
ntherwise go urnoticed or nnrecognized.
9. The arts, as a# means for personal and ¢
ment by children and teachers, areas
and mental stimulation. Learning as a pleasant_
rewarding activity is a new experience for mar 1_\' VOung
pe”nplf* ;iﬁtl cun he’: very ir’npnr’t:’mt in encouraging posi-

rative involve-
nirce of pleasure

10. I‘hv irks are use ful tools for Ever\da' living. An
understanding of the arts provides people with a broader
range of choices about the environment in which they
live. the life-styvle thev develop. and the way thev spend
their leisure time, :

sfor the Arts in

A Ration:

O
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“creates within them; they enlighten and ex

Tu sum up:’l h(é HBS[hE[l(Z educatmn E\II'I'ILUIUIT]
gives students a knowledge hase in the arts and engages
them in aesthetic experiences that connect to and
Pnhdm & thmx d[ulx lww«, Th r’urrmulum alsn Lumpl =

sense in our pnhln e-lpmeanhnv’ sc;hanls.. Our reamnng is
simple and straightforward: The arts and ae thc:tiz:--r.

enrich and inform human knowledge and
The arts are unique and precious to the indi

and sensibilities of all who come in contact with thPm
Theyv strengthen and illuminate c ulture and SDE‘!P[V
While we know that the aesthetic education ct
by itself cannot fulfill all these goals, we do heliev e that
it does have integrity in relationship to what it was
designed to accomplish and in relationship to what it
purports to teach. Ata minimum this curriculum should
further enhance the aesthetic sensibilities of children.
and, even if this is all it accomplishes, then we will have
made a significant contribution to education.

=
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E CLASSROOM




There Hbve been a number of teachers who over a
périml of years uspd seveml Df (h(‘ cur rirulum units .mri

These tecu:he:rs were dskul m E\pli\l\h‘l huw they
sequenced the units of instruction and organized them
relate to their grade level and their school programs.
The case studies put together by Diane Dion, a third
grade teacher, Jod Diamond, a fifth/sixth grade teacher,
both from University City, Missouri schools, and Linda
Gabel, a music specialist in the Jefferson County, Colo-
rada schools were particularly relevant to the concerns
ok this book. :

It should be noted that the following descriptions
refer to only a limited number of units and are not
consistent with the recommended sequences. This was
due to the fact that not all of the units were available to
thP fearher% H(’)'\/\.‘Pve‘r teac hf IEATE 6 '\"pt cled fn ;ui lpr

to

,Sludl,es !3h(,)w h()w Ie:.l(,hms h.n @ .uldptul aes lh(;tu,
education unitq to meaet tht'ir own neads in the class-
room,

‘A THIRD GRADE TEACHER'S VIEW
'OF AESTHETIC EDUCATION

Diane Dion
Daniel Boone Elementary School
University City, Missouri

i , e . .
[ have tried to establish an aesthetic education
curriculum to suit the needs of my third grade class.
First, Fhad to establish mv goals for the vear. I decided
there were four main objectives I wanted to accomplish.
These w
vocabulary development (language development),
creative expression, and aesthetic appreciation. Then |

rin the area of perceptual awareness,

O
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chose four sets of CEMREL materials as starting points to
achieve these goals. They were: Shapes and Patterns,*
Creating Characterization, Creating Word Pictures, and
Constructing Dramatic Plot.

cach set of materials separately. Each .
fic ohjectives to be learned. [ used the
ation materials and worksheets and added
as {ound them relevant.

I imrmlnrmi

.,l,e,sthc:tu: &(iuu
some activities of my own,
As T worked on individual units L tried to integrate
their concepts with other areas of the curriculum. I also
tried to interrelate the concepts of the different sets of
materials. All the while | was téaching the specific :
concepts of the'materials, ] kept my general ohjertl\m::. in
mind. [ did this so children could relate to all tha\'
learned as a total environment, not just as
isolated incidents,

Shape and Shape Relatmnshlps

[ began this unit in October, assuming nothing.
Some children had had Shape and Shape Relationships
bhefore; others had not, [ used the first two Shape units
sparingly, also the worksheets, so as not to I‘Pp("’ﬂ( whn[
the children had before. But I did want to est
learning of some basic concepts hefore | p,rr)(;wded tn
Shapes'and Patterns, such as the following:

shapes are evervwhere;

shapes varvin Lu]ur texture, size, volume; .

many thlng% have the same or nearly the same shape;
Em(i some shapes al to you more thdn others.

sappe

Perceptual Awareness and Vocabulary
Development )
Busic concepts to be I)P\’Plﬂpf’d All Ihmg‘ have shupes
and shapes can be categorized. Children learn to
verbalize what they ure secing. i

We plaved "I See Something.” Each child g
describes an item as fully as possible: its texture, shape,

*The unit deseribed in this book as Shape v ad by Ms. Dion as

three separated bt related sets of materials: Shape, Shape Relation-
ships, and Shupes and Patterns.
™y <107
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One child described an object as “round, kind
| white, it has smaller shapes inside 1t

1 alf of a ball and makes a purring sound.’

a ¢lock on the wall. [ liked the idea of the

That wasa
sound, so another day we plaved the game with objects
that had sound. We took a wilk Duisi(ie and around the
school, keeping an eve and ear open for shapes and
%nunds Naturally this led to a two-dav lesson on sounds
— th to des( l‘th‘ thl[ vou are hearing and how to

Basic concepts to he developed: T'o create shape compo-
sitions; to show shape relationships; to experiment with
shapes; and to express oneself aesthetically.

[ hmught in an unusual vase with many colors and

ctwo different textures. I putitin front of the room and

asked the children to write a paragraph describing it as
fully as possible — size, texture, ete. [ told them a myste-
rious story and asked them to use their imagination to tell

moreg ghout this vase.

Then we created our own picture with geometric
cut-out shapes and created pictures from Shupe work-
sheets. W& also made mobiles. Some children made the

: the same shape but varied color. size. or
texture. One bov made a “texture mobile’ he called it
By this time children felt free to express themselves and
disciss what thev were doing. We attempted paper
%C‘uip[llrvs hut [hF‘E‘.P wera quih‘ (liffir‘ul! fnr the rhi]tlr(‘n

once pl'a to Iw (va loped: \l‘[l'-;f'-: designers, and

all people use shapes, texture. color, M( to express their
We can make aesthetic

feelings, likes, und dislik
judgments ourselves — ahout environment, clothes, art.
eeds and our

We create our environment to meet ourn
aesthetic preferences.

Basu'

O
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We took walks and discussed what shapes we
liked, and why. We learned we have a right to be individ-
uals, What a horrible world it would be, if all houses
looked alike! We discussed why we liked things and why
others disliked them. We learned to respect other
people's opinions.

The children looked at b 1k,
ical judgments about them and suggested im
We then designed our own bookcovers aad our own Llﬁ%q
flag. I showed the children some modern paintings,

pe n‘fnufar]v ones dealing with de':.lgn color, shapes, ling.

[ showed them some of Pica 55@ ‘5 wurks We: dlscuqqed the

meaning and feelings the pa

let each child express his or h f
painting, as long as he or ':.he could

cidl studies we discussed Homes around the

gs toward lhe
me a reason.

In s0c

wnrl(l WF’ uqml []l[‘llll‘P% to ¢ nmpdi’(‘ h('lW ihé;y were

nlt:ﬁ['a nELES.ﬁllEﬁE dlffartﬂl hnugmg }mw dlfftl‘Pﬂt
cultures are characterized by different art forms. In the
same manner, we discussed the change in styles of cars
from their beginning to the present. I had them design a
‘car of the future.” You should have seen some of the
interesting shapes! The same with the telephone. We
talked about different styles and choices, and how we
make aesthetic choices in our evervday living.
Throughout the year, children were constantly
discussing things in terms of shapes, colar, design, etc. |
would hear, "Look at my new dress — it has shapes
inside of shapes.” The Shape unit taught children some
of the basic elements of art: .‘ah;lp&. color, size, texture,

m an awareness Df th

helpp 1 [hem lunk rrltmallv at wurks Df art arrhltulur‘e
and design. They were encouraged to experiment and
build on their creative talents. It gave them satisfaction
and the assurance that their choices had value.

Asvou can see, | began to teach Shape as a sep
rate lesson, but then it found its way into many other




suhject arcas. I even chose to do a math unit on geometry

at the same time to tie in with what they were learning,

Shapes and Patterns

Ispent more time on the background of Shape .
than I planned. but was so pleased with the ‘enthusiasm
and progress of the children I didn’t mind. Since none of
the rhl]drc‘n har] ever use‘(l f‘;hﬂp?‘b um] PutLPrns I u'aed

when oneor lnufe shup&':‘ is rc;-:'pe-utf:d or when Eleme nls
such as color, texture, size, valume are repeated. There
are patterns in thesworld around us. Each of us develops
alike or dislike for certuin patterns.

We looked for patterns in the room and becam#é

aware of patterns in our clothing. We discussed how they

varied — size, color, etc. We disgoveret who chose the
clothes. Why do we make these choices? Do we make
them based on what appeals to us? We had a “Pattern
Day at school. Each child wore his or her favorite picce
of clothing with a pattern. We took pictures. I sent chil-
dren around the school to find interesting patterns and
t*lki: pimlue ‘ (F’,; h r‘hi'(l could (ml\ t 1le one piL ture so

chose a [eagher with :1%1ane.rne:d drﬁah llmi -,I,Sl\,Bd her to
stand next to a numherline which was also a pattern.
Others took pictures of a fence, bricks on a building, and
steps. We also had a displgy table for patterns on
evervday things. 8ome of the items were: gum wrappers,
soup cans, a shower curtain, father’s tie, a pilow, wrap-
ping paper, dishes, hracelet.

We took a pattern walk outside. The ¢ hildren took
notebooks to list patterns they found. I wish vou could
have seen the excitement and observations: [hm recog-
nized patterns on the buildings, sidewalks, pld\gmuml
equipment, trees, steps, tiles, ete, Children were still
pointing out patterns to me days later.
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Aruitoxt provided by Eic:

Then we made a list of patterns found in our
homes — this really made children aware of their
surgoundings. Hems mentioned weré carpeting, holes in
the telephone dial, holes in the sterco speaker, balhrnnm

out patterns they saw in the city.
Crealtive Expression
Basic concepts to he developed: To create a simple
pattern; to construct a pattern and var&! it with size, color,
texture, or volume; to recognize patterns in music; and to
make aesthetic choices in creating a pattern.

[ assigned four groups to take either size, color,

texture, or volume and make a pattern. Somcone (seeing

the student book) wanted to make a worm, Results were
excellent. The color group varied colors of the body
parts. The size group varied size of the hody parts. The
texture group used tin foil, paper, cloth, corrugated
paper, cardboard, etc. for the bodw T hP volume group
used egg cartons and halves of “Leggs' conlainers.

Using gadget printing (spools, potato pieces,
blocks of wood, different color paints) each child made a
pattern and designed wrapping paper for his or her
parents' Christmas gift. Some varied their patterns with
size, some withsize and color. We also worked with
patternin areas other than art. With the assistance of the
music teacher, the children looked for and hegﬂn to '
recognize patterns in music. They designed a pattern that .
I made a dress from, We also discussed patternsin . '
poetry and how poets sometimes use different patterns. |

The outcomes for the students at the end of this
unit were; recognitiagn of patterns: what makes a pattern;
how to vary a pattern with size, color, or volume: awme—:
ness of patterns in nature, around home and school, ;11]
in the total environment; ability to create a paltern D’n
their own; ability to make aesthefic choicesof how to?
vary [h(ll pu[l;*rn wnh r‘t)lnr size, lP\{ller \mlume, rlblll[y

pd[lerna in music; dbljny [u rauugm;ﬁa pattg:rns in pnelry
and create patterns of their own in poetry; ability to |

&



magazine advertisements. Eath face rli%plzzvpd some 1

E

make an aesthetic choice about which pattern to wear:
ability to justifv what tyvpe of clothing appeals to them
and whv

ccmslanllv I‘PfEl‘Flng b;u k [n %hqpe- and %hupe lemmn—
ships. We continuously discussed the reasons for
choices, and how are these different and why vou do or
don't like this.

Creating Characterization

Perceptual Awareness and Vocabulary
Development

Busic cone F’[If’i to be dev eloped:-Wetan-use fucial—

- expressions and parts of our body to show emotion. We

can use our voices to show emotion. -
Iintrodueged this unit with a bulletin board of
pictures: Bill Cosby, Jimmy Walker. President Nixon,

days [dﬂ(l thpv dui'] Ihen we []l'%t,llS‘at‘(] huw (ll”f‘[f’ﬂf
pF‘()plF‘ felt. I'acted really shocked that [he:\ could tell me
how those people felt just by looking at their fuces and
the more [ acted, the more thev elaborated. This wils a

natural beginhing for introducing the unit, Creating

Lhﬂ,rm terization.

bDDl\'% to IParn how (hfhﬂrpnl ppnplp F‘\[)TE"?EF‘[i thmr
emotions ngon-vocally. Children imitated these emotions.
Theyv learned to use new vocahulary words,— overjoved,
exuberant, content, etc. — to distinguish different
emotions. The children loved explaining why the people
were feeling a particular way. We asked, *Would vou
feel the same way in that situation? How would vou show
it?”" This led to wm‘l\mg with the picture composites to
show emotion. They imitated the puzzles. Children who
were a little uneasy and inhibited at first, quickly joined
in the fun. We watched the filmstrip and listened to the
records where characters used their.voices to show

’
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" happi
<haracter development to establish a mood:~

the best way to exprkss thi

of story, but one m

- -
H

emotion, and we had some fu? experiences listening to
and evaluating vocal Chdl}ge We listefied to movies
without seeind the pictures. listene® to story records, etc.
I hu C hlldren hH ame ver quk to say to one another

Creative Expressmn

Basie concepts to be de‘v(alnpzﬁd To%use the skills they
have learned dealing with character emotions; to create
a chatacter with a voice and movements to show

:55, anger, fear; to use color and texture in their

One of the first ways we Iried creative Expres%mn
was putling on pdn[nmlmﬁ skits. The children worked in
grmlps and helped edch other. ‘They worked out an idea
they wanted to convey, then they helped each othetfind
idea. I liked thf: way lhﬁ:y did
this. Some of the skits were terrific.

Th(‘ﬂ we worked with the Emo Masks. At first I let
them experiment with different masks and emotions ~
while working in pairs. They used the blgnk mask to
create their own emotion. Then they worked in groups to -
work out skits. We performed these skits forthe class. |
We évaluated the ways children showed emotion.

As a r’*ulmina[ing ar‘tivitv I ;’1skcﬂd Far‘h rhild to

wuuld be al;le tD 1m1[d[eé FDI‘ an art lesaun lht:*y each cut
out large paper beads. stuffed lherﬁ. s pled them

ne

1 clﬂwn

. crealive wrifjs
sketch™he children wrote shnrt paragraphs desunbmg
[hHr thl‘dL[Fl‘ interms of luuk% persuna]nv dge E:lC

(ern In \NN[P anrl s asingthel
making their p:arnLuhr r‘hnrartlﬂr the



e
v
'

" “pfain character.” By this time, the children were quite’

' ‘pmud of “their.own’’ ¢haracters and took quite an
# inferest. Naturally the characters all had names and

were beginning to assume personalities. The stories

-were excellent, Some were in-depth accqunts of “why
the king was so sad — all his troubles, etc.” One of my
. favorités was the sad baseball player. I had a play-by-

ﬁ;fplsy account of a terrible baseball game: The fhlld even

1

. They surely did

used quufﬂhpn marks and had the boy saying.
did I'ever want to play baseball this year! Why didn't I -
justlisten to my mother and go swimming. I never want
to play baseball again!!yHe really expressed his charac-
téi“s emohon' _
“Another activity was to act like our character. Not

ail chlldren ose to do this but the ores thatdid gave a

“gne-man ghqw For instance, the king paced back and

forth, wringing his hands bghjnd hisback, moaning. I ]et

" children experiment with thie theatrical gels tg, set the

stage and mood for their characters. . 5
,Aéf:hehc Apprei;'mtim A S ' A

fucml expressmns an'a’-budy movr‘—*m@nt m cnmmumcate

ideas. Color and texture canhelp express emotions. We

'ch mﬂke aesthenc )udgmenls Gbuul actors, their’ rnles

. roles They watched maore r:rmt:ally when w we had

movies. They made judgments and gave reasons for their
]udgmer;m ANy -

" Inoticed an lmprn\fiernent inreading expression. I
havle always emphasized “‘reading with feeling’ but
what I taught didn't mean half as much as what they

discovered for themselves. One child would say, "You’ ‘re*

t need my help anymore.

not reading Ihat{he same voice that he’ f?saymg that.”
45 we were finishqirng Cregting C‘hur—

Lucki]y ju

“Oh, why

more than enthusxastlc They had a c:hanc:e to us
the things they just learned and did an excellentjob.

e some Qf

A dance group came to our school to perform Alice .

- in,Wonderland. Afterwards each dancer, took a group ( of

children and worked with them to help them express
themselves through body movement — they were .
flowers growing, Alice shrinking, the White Rabblt ¢

hurrymg around; etc. Good correlating.

Children became’awareof how actérs'express !
emotions. They learned to express emotions non-vocally.
They learned to express emotmns by cambmmg voice

bndlgs and veices to create dlfferem emotions. They
gained self-confidence in expressing themselves, some-
times through characters they created; They beganto
make aesthetic judgments about actors. They discovered
relationships between color-and mood. They recognized

" -somé of the problems of an actor and began to under—

" stand acting as an art form. 7

4 'y
] El

‘Construgting Pramatic Plot

. Perceptual Awareness, Vocabulary

Development, and Creative Expression .
Basic concepts to be developed: A dramqtic plot begms
to be developed by linking a series of incidents. It
mcludes chﬁmf:ters and settmg, and it shnuld hGVE an

SFIUF’]g ccmfhc:t crisis, ‘and resnlufmn mm a iheatre
Epr‘ranCE -

Dramatic le in ri;y room. We plsyed the game thb the
samplé cards, and children could hardly waitto begin,
We discussed the basic rules of the game. They began.
They experimented, made many discoveries, and shared
their new stories enthusiastically. We played the game

/



often until the children were fully able to constructa’
dramatic plat with all the elements. It was an exciting
game to the -children and a tremendous learning experi-
ence for me:

When we wc:f'kgd on dramatlc plot, I always dld dt
as a class activity with the children divided into small

groups of three to four members. Later when I finished 7

.the unit, I put it in a learning center whére children
* could go when they finished their morning “acadeniic’’
work. Naturally, it was like the local pizza parlor — the
-~ most popular place in town!
To explam best how the C‘hlldl‘El‘l reached the
desired end of constructing a dramatic plot, I'll share

with you some of our experiences. First of all, I don't lee
isolating learning experiences, so I tried integrating the

unit into other parts of the curriculum as soon as
possible. It didn't take long for the children to recognize
character, setting, conflict, and resolution in their
reading stories. They were more than anxious to point
out these elements daily. I made a new format for our
weekly book reports. It included listing the characters,
setting, tonflict, etc.’The children were so excited about
‘their newly learned goncepts, they began relating the

" conflict, crises, etc. of the evening television shows.
Story-writing took on a new dimension. We made a
~dramatic plot bulletin board with their stories and
illustrations, and we made dramatic plot booklets.

Sometimes, after developing their stories in

dramatic plot games, the children liked to act them out

for the class. This was a “‘natural” follow-up to our study

in characterization. We evaluated voice, bady-move-

. ment, and facial expression along with the dramatic plot.

The kids loved it! Other times they tae;d their stories,
qusing their voices to express emmmn relating to charac=
terization.

Asa culmihating activity, the children wrote,
directed,and acted out theu own play using the charac-

P
"
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ters they developed as their own irii;’.‘i_-eat—ing Characteri-
zation. It was quite a theatrical experience. First they
had to develop a story using characters already created.

It was hard to match up a sad baseball player with an

. angry king, but'you should have seen seme of the combi-

nations and imaginative stories, (I must add some were .
definitely more successful than others, but as I told the®
“*children, that's show biz!] They prepared their own-- —

costumes, ar&d used the concepts of characterlzaht‘m ax}rd

ence. They chose different theatrical gels to Eetthglr o
mood and presto — a play. '
Unfortunately, time ran put — it was June —
before I was able to fimish this experience. If there had
been enough time, I would have had them write their
plays as a script (a good lesson in creative writing) and I

would have made a book — Third Grade Plﬂys

Aesthetic Appreciation :
Basic concepts to be developed: Writers of plays, movies,
and TV scripts use dramatic plot. We can make aesthetic
judgments about these plots. We can recognize these
elements of dramatic plot. .

Children were now able to read a book; listen to a
story, watch a television show or play, and recognize the
elements of dramatic plot. They were also able to give '
some critical judgments of these performances.

The outcomes for the children were: recognition
of elements of a dramatic plot; ability to constructa
dramatic plot with the elements of characters, setting,
conflict, crises, etc., in a natural and logical orderTability
to see the relationship hetween characterization and
dramatic plot in a theatre experience; an understanding
of and an appreciation of some of the problems encoun-
tered by authﬁrs SCI‘i]jt writers, etc.; lmprmﬂem in
t:m]fndem;e and gplf Expresmun an ablhty to do crmcal
thinking about story plots, etc.-
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Creating Word Pictures , SR N center. At first I just put up word combinations made by
. ’Vmu]m Bevelgpmt and C'rentwe ' the chlldreﬁ the previous day I let the Ehlldrerl dlscuss

- %P easion s o own nréﬁrﬁeone else’s creation or write smrles The httle
+.. ‘Basic concepts to be develaped Words communicate

girl who created “ice star”” wrote a poesi (on her own —1
.. ideas. Words pmduce,lmages E.fmguuge cdn be used just loved that). As1said before, I alwaysdid alotof

W

- creatively. -- o creative writing in my room, but never did so many
~This is probably my fﬂVDmE unit. Oneofthe - .. . childrén choose to-doiton their own, I found that most.

reasons is becauserd spend so much time with third " *., + " children liked to draw or write about their own word
graders on language arts. ] have a class newspaper: we ... 7 "combination, but once in a while they all found one they

- read and write poetry and imaginative stories and make = especially liked. “Indian bug'’ was a favorite in our
as much use of creative lariguage as possible. What a lift | classroom. We had more " Adventures of an Indian Bug”
this unit was {o my teaching! Also, the children loved it. 1 stories in our room than I care to mention. Never once
never onceyaid we were-going to do CreatingWord did I complain. The motivation of the children to write
Pictures that the kids didn’t sheer!! g did more for them than ariy lesson Icould have taught.

I putthe children in small groups and [ét them I used the student book, cards, and worksheets
experiment with the blue word cards. At first, some of from Creating Word Pictures quite regularly. As we did
the children wanted to find word pictures they knew — the suggested activities, I watched the children grow'in.
like an Indian man, etc. I accepted that but encouraged - . their.ability to experlment and create with the%anguage.
them to find word pictures of their own. They recognized - Thisset.of materialsisa* “natural” for children.,” .-

my delight when they made'cnmbinatio’ns like “ice star,”
“Indian bug,” “‘moon syrup,”.or “'velvet cloud.” Before .

the end of the first work period, all the children were

experimenting with the words creatively. Then we  of my fé;ﬁf;tes

started thinking about these word pictures in terms of : A thing that lls cold nd d. ey

describing them. This tiedin very well with Shapes t dmgt atsmells cold and old — ice swamp,

where children had become used to descrlbmg visual oad cily. o .

objects fully — their shape, color, size, relationship to A place where you would like to play — cotton

other things, etc. Now they learned to deal with the city, flower star. )

One of my favoritg parts of the unit is the. “What
s Game Thigi is ano‘t 1er game that was canstsntly

i

sensuous qualities of words. “How does an ‘ice star’ : Something you would like to smell — onion
look?"" “How does it feel?"" “Does it have a smell?" The ) flower, honey swamp. -
children also discovered that because word pictures A thing you would like to pet — velvet fish.
. brought different images to different peaple they had to A thing that smells like summer — meadow

describe fully the image they had in mind. They loved to \/ mountain. A
draw p?Et%lFES of (hrE.'ll' new creations. S The words themselves have sensuous qualities but
At the end of alesson, I always asked the children to hear the children tell about thefh was just a delight,

to select their two best combinations, and I wrote them The children learned much more than I could ever -
down. limmediately set up a "word pictures” learning have imagined. They learned to experiment with- '

et
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language creatwe]y They learned to %eate their own
their sensual quali-

word pictures and describe verbally.

.. ties. They learned to categorize dnd make specific

choices. They used words creatively to communicate

. {hnughts by constructing simple thoughts and sentences

experiences which improved their vocabulary and

= -improved and enriched theitcreative writing. The

_materials encouraged children (who sometimesare |
“hesitantand urisure of: themselves in creative writing or-
art or rnusu:') fo create with wofds This was a very
rewarding experience for some special children. They

all began to understand poetry bEHBr They grasped that
irnage in our minds w1th wnrds Thgy also learned we
don'tall 1nterprel language i m the same way — and .
sbmetimes we need to express ‘ourselves more fully if we
want others to share our mental images. -

Japan*

I1developed a unlt on Japan for elementary chil-
dren several years ‘ago. My ideas were to study Japanese
culture, to compare and contrast it to our way of living, .
and to give the children some understanding of a -
different way of life, Since working with the Aesthetic
Education Program, [ have added.a new dimensionto my
unit. Along with the social studies aspect, I've included a
much deeper look into the arts of Japan, development of
a sensitivity toward these arts, and an appreciation for
their cultural beauty, among my objectives. Because
much of our aesthetic education learning dealt with the
freedom of self-expression and the freedom to make -~
éesthﬁtic choices, the children approached this unit with

“open minds."” ’

Through the use of movies, filmstrips, and books

¥

; we studied about the land, climate, natural resources,

E

etc. of Japan. The maost interesting part of the unit came
when we started studying the aesthetics of the culture. -
We learned about the Japanese love of nature, simplic-

* Ms. Dion’s unit Japan is not the same as the aesthetic education
curriculum’s unit, Japan: An Approach to Aesthelics. However, we
have lhl‘.]uﬂed the de ,phnn nf her_ ,nn to shnw how a leu:hFr devgl—

prngram of her classroom.

o H
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ity, and tradition, and how these Strnng beliefs pervade
lhEleal]y]lVES :
- To understand the ]apanese way nf llfe better we

‘We learnéd ﬂ‘iat hand"w:*ntlng is an artin Iapan and set

out to.do some Japanese calligraphy. We learned how:
Japanese characters evolved and copied some smiple
characters, after some directions on brusgh; ink, and - -,
stroke tephmques After this experience wé tried some
creative expression, allowing the childref to design their
own characters — for instance, theu‘ names. You can bet

“all the papers ﬂaat week were signed:with their new , .

Japanese signature. I gdt quite good at readlng ]apanese
writing. Also, by this fime, most of the children had
already adopted new ]apanese-style names — Tiki, Sato-
san, etc, :

Another art form we trled was sumiae,brush and
ink painting done on white rice paper. We learned some
brush techniques, and the children did some beautifyl

_paintings, again keeping in mind the Japanese love of

nature and simplicity. They painted waves, trees blow-
ing, birds flying, fields of tall grass. Many of the pictures

had good-movement. Even my children were able to

appreciate the aesthetic beauty of these pictures. We
also tried origami, the Japangse art of paper folding.

One of the Most enjoyable learning experiences -
for me was their haiku. We read some haiku, they
learned the pattern, and then they created. We discussed
simplicity, nature, feeling, and elements of language in
poetry. The results were fantastic! With the help of the
music specialist, the children|earned some elements of
Japanese music. Then they created music to go along
with their haiku. They worked out this music on'the-
bells. The music teacher was delighted with the results
and worked on setting their compositons down on paper,
using notes, staffs, etc. It was a good experience for her,
too..She showed the children how to record what they -



had wrltten in musical language. They made overhead

: ’l‘ransparencles of their music so othérs could share it.
They chose other children to play tmngles or cymbals
Ei‘ld w0rked Dut the;r own aecompamment A! our
played their music. They were qulte pleased wnh
themselves !

) Other children chose to express themselves

‘ hrough dam:e I let therﬂ wnrk in small | groups at recess

]apanese diriner. They too, were qulte pmud of therr;g_

accomphshments . kY
We did so many other things [ can’t mentton them.

all. We had a Japanese speaker who brought in kimonos,

dolls, school books, paintings, etc. She talked about life

in Japan. We read stories andfolk tales. We studied

about holidays and festivals. We created miniature

- gardens. We learned some Japanese words, played

" Japanese games, and studied Kabuki theatre, comparing

it to ours.

. Niaturally the children by this time were getting
the “feel” of Japanese culture. They often commented
about’ pictures they made saying, “If I were in Japan,
they wnuld like this because it's simple,” or “'It's about

nature,” etc. As a culminating activity we prepared a

sukiyaki dinner, sat on the floot on pillows, and ate with .

chopsticks. We drank green tea. As our after-dinner
entertainment, we had some Japanese music. the chil-
dren read their haiku and played their music, the girls
did the Japanese dances, several bvys put on a karate

exhibition, and we went down to the gym where twa boys -

with pillows tied around their waists [l‘lE‘d toimitate
sumo wrestlers A fundav!!

-

¥

So many good things have-énme out of this uniton
Japan, I don't know if I can mention them all. What gave
me the most pleasure was seging the:children integrate
and use many of the things in aestﬁeﬁﬁ education we
tried to develop during the year.-For instance, making
aesthetic choices: The children learned that we make
aesthetic choices daily about the hduse we live in, the
clothes we wear, and the music we listen to. Some of our

. choices are based on likes and dislikes, others on useful- *
- ness. They've ‘learned to pespect Dﬂ'legpenple s choices. [
" think they transferred this learning.to @n understanding

of Japanese life in the same way. They learned to look at
Japanese-homes, paintings, music, and theatre, not as
“strange’’ or “different,” butas art forms representative -
of Japanese life-and feeling with a beauty of their own.
They learned that, although Japanese art forms are not
the same as ours, we can share in an appreciation of
their beauty.

" Iwas exgemelyplgased to see how concepts
learned in Shdpes and Patterns came naturally into
discussions about the patterns of haiku and about
creating a musical pattern to go along with haiku. Créa-
tive expression comes easily when children feel free and
confident. When I told the children to try to convey a

.feeling in haiku, one child said, “Oh, yes, just like we're

doing in Creatmg Word Pictures — trying to put a picture
in your mind." Here is her haiku:

The orange sun in the dark of night

Says good-bye .

From its lovely perch. - .
As you can see, she did just that!! P
Conclusion

After working with CEMREL and the Aesthetic
Education Program materials, ] have come to several
conclusions. First of all, an aesthetic edycation program.
is such an integral part of learning that any child not
involved initis “missingout.” Thr%gh this program I've -
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- dous, and what was so great was that4t was.used

seen children gain self-confidence and self-assurance
about expressing themselves — and about their abilities.
‘It enriches their self-image. The joy of learning, the
enthusiasm, andthe motivation of the children are all
plusses for the program. The results are equally goed.

I set for my children four main goals. I feel they
reached these goals, plus much more — certain things
are immeasurable — N
For perceptual awareness T ve seen the chlldren*ber;ljme
more sensitive to the world around them. They've
léarﬁed to identify shapes, textures, color, design, and -

i'their immediate énvironment. They notice =«
pattern in clothes and housés. They can look at apersoi
or- character and km;lw 1f he or she is angry, sad, Dr

what emotmns are bemg dlsplayed In Dther wurds they‘,
are ‘‘seeing’ more..
The language develépmenl of my children was tremen-

“naturally.” It wasn't unusual to hear someone say,
"dresshasa mce texture — it's so soft.and smooth’' or “He
looks Exaspemted or “All I haveleftin my story is my
resolution.” The children have developed (and used) a
language dealing with shapes,-patterns, physical envi-
ronment, emotions, and dramatic plat, and they have
become muore able to express themselves both verbally
and in writing.
Having learned some basic skills and concepts, the chml—
dren were then able tD use lhESE skllls in GTEQIIVE‘

movies, sturles plays dramallc plols dances music, and

E

poetry — all of which were expressions of-themselves.
Their aesthetic appreciation has definitely expanded.
They are better able to enjoy the sensuous qualities of
art. They ""see more' when they look at a painting, a
sculpture, or a work of architecture. They “hear more” -
‘when they listen to music or characters’ voices in a play.
-They “understand mote'* when they watch a play.read a
Jdramatic plot. evaluate a character's perfurmam:(: or
make an aesthetic choice.
In ather wurds they have become more sensitive human
beings. :

.
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A EIFT!-!]SIXTH GRADE TEACHEI\'S
VIEW OF AESTHETIC EDUCATION

Joe Diamond
Daniel Boone Elementary School
University City, Missouri

At the beginning of the academic year I usually
have a good idea of what L.want the kids to.do. I usually
teach the fifth or sixth gradés and work with'kids of
assorted abllmes Real planning can't be done until I
mee!t with my classes and feel them out.

Fortunately [ have a good assortmentbf CEMREL
materials available and choose those which will
fit my class best. My kids and [ enjoy working with
Constructing Dramatic Plot, Creating Characterization,
Creating Word Pictures, Examining Point of View,'and
one of my favorites, Japan: An Approach to Aesthetics.

1 usual]y bEgm the year w1th Constmctmg

\Ehlldren gel alot out of lhe uml *and it lends itself easnly

to what I want to do with my kids. I want children to
dEVEle soclally and lhlS one thread is CEI‘I‘iEd lhmugh

‘well of themselves as md1v1duals as peuplek to learn

self-respect and respect for others. These “goals’’ lie in
W1th the arts w1th Everyday llvmg, with ém:lal sludles
grqwlh in the baslc skills. I've learned to teach the basic’
skills through the various aesthetic education materials.

“The basic skills will improve when kids think better of

themselves.

Quite early in lhe year we bring out the
Constructing Dramatic Plot materials. This one unit will
ce used “on and off” throughout the year. The materials
provide a little bit of everything: reading, language arts,
social development, spelling, campns'mcm dramatics.
Interwnven mlo i111 nf lhlS we fmd a serles Df EXPEI‘I-

lthgh 4 series of successes.



No matter what has gone on'in previous classes, I
~assume that each child reaching me has had,no previous
‘aesthetic education background. With this assumption

and with C‘anstrur:tmg Dramatic Plot on hand I'm ready
to begin the year's work. I begin by doing a bit of acting,
and this helps the children to relax along with me and get

into the right mood. During mylittle ‘presentation,” I

.. dewelap three characters and.a setting. I actout the parts.

“‘of my. three characters and slowly work them into'a plot.

It's real‘iy that easy and enjoyable. We do have a
numher of rules we go by When a group develnps a plat
have Somethmg about their Eharacters theur story their
crisis (if any), and their resolution on paper. Children -
work in groups of four or five, choosing their own group

leader. We have oral reading (this comes from the mate- -

rials that come with the unit), we have some disgussion,
and this is followed with some last minute dod and
don’ts. All this preparation usually takes about twenty
minutes. ] then **fade out” of the picture, and the kids
begin working. With the teacher acting as a guide who
quietly walks around the room and listens to the charac-
ters and plots being developed by each little group.a
certain high-level academic atmosphere seemsto™
envelop the entire classroom.

When a teacher claims that he or she doesn't have
time for aesthetic education or for ¢lementary science, |
- feel that the teacher simply doesn’t know how to use
these two excellent avenues to batter learningand
doesn’t want othefs to know his or her weaknesses. We
. should realize that both these approaches are not sepa-
rate from a good elementary curriculum, but are
" actually an excellent fuundatmn fm good curriculum

development. ) .

" It's good to have construction pappr scissors,
crayons, rulers, and other basic “art” items around the -
roord. Childrdf look for these little helpers to aid them,in

, constructing props to help them with their dramatic plot
, presentations.

A

_ speaking p

~on,it's not an “art”

After about thirty minutes of “classwork," that is;
children workirngi in their groups developing their stories
and characters, we are usua]ly al ready to present our
plays. Of course, each gréup wants to be first, and we
learn to take wrpenEach group of children has.the
audience ex-perlence and the player.experience. Chil-

dren may not listen to their teacher all day, butit’'s

mterestmg to see how very clase]y tl}ey listen to each

happens to be

Another of my rules is that each child must have a
speaking part. One year, during one of our Constructing
Dramatic Plot sessions, onée group of boys decided to
build a plot around a funeral complete with corpse. How
could they arrange to have the corpse speak? During the
funeral, the pastor smelled smoke and he stopped the

-service to investigate. Of course someone yelled “Fire!"
and all the kids in the play ran to see where the smoke

came from, Being part of the group: the corpse jumped
up and ran, too. Soon the group rejtirned to the “church”
and the pastor repﬂrted that “Some dude wassmnkmg in
the church restroom.” Someone then asked, “Where

is the-body?'* A few moments later the red-haired,
freckled-faced “'corpse’ walked jn, grinned, and
stretched himself across his three-chair.coffin
exclaiming, "Here I am, ready to start again!"' By using
their imagination the group managed to have

arts for all participants.

Aninteresting thing is that kids do not consider -

_aesthetic education an art program because we don't

emphasize the use of what they consider to be art mate-
rials. If they don't have art paper, craynns paste, and so
lesson.

This past year I felt my group should develop new
attitudes about themselyes and others: I wanted more
kids to feel good about themselves. I wanted my kids to
know that all people have the same or almost the same
desiresin life. We began preparing for Japan: An
Approach to Aesthetics about two weeks before 1
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actuélly introduced the unit. I ta]‘;ed off,a corner of my

room using masking tape We called this corner, an area

about eight feet square; our *“Tranquillity Corner." To
enter, we had to take our shoes off. After the first day all
kids made sure they came to school with clean socks.

We used.our ““Japan’’ approach about one hour a
day, four daggs a week, and it took us about two and a half”
~: months to *complete’’ the unit. Where did a}l this time

' come from? If we consider that this approach included

*semal studies, language arts, reading, art, social develop-

~ment, learning respect for each other and for others, then
this approach became a major part of our curriculum.

We found we were building a major’'portion of our schoo]
dayaroiind the Japan appma‘ch and the children loved
all of it.

During our work- w1th the Japan materlals children
soon learned the true meaning of. ‘'simplicity.” We found
each child to have a different idea of this elementary vet
complicated word. Some kids came up with meanings
such as something that doesn't have too many detalls
something that is easy to see. .

We went for awalk in a park next to our school —
actually just a grassy area with lots of weeds. The kids
laughed when I asked, "What's a weed?'’ After much .
~thinking-all of us decided that a weed is a flower that
grows wherever it wants to. Nature put it there. We
found thatin one flower there.i Jis beauty, but a cluster of
flowers together usually means that the singularstriking
. beauty is somewhat watered down. The childrenand I =
" talked about simplicity and beauty and decided thal the
fewer detail% we had to ' work with, the better.

During their work with the Japan materials, chil-
‘dren developed miniature Japanese landscapes and rock

gardens, and they had an abundance of experiences with .

ink painting and calligraphy, but still wanted.more. The
children constructed scrolls from their ink paintings
where simplicity was emphasized.-
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After five or six weeks wu“kmg with our Japan
materials we were about ready to begin learning about
the tea ceremony. How do you teach atea ceremony? We.
should consider that a Japanese tea ceremony is a semi-
religious experience, that is, both the host and guests '
must be relaxed must ”put off"" their earthly warries
exact and premse step byrstep prucedure of thes]apansse
tea ceremony.

Our class discussed the tea ceremony. We care-
fully studied the series of slides; we studied the small
instruction cards'with extreme care. Keep in mind that

- ‘we are talking about fifth-grade children, children who
usually enjoy recess and lunch periods more than any. .

other part of the school day. These same children é,
became completely involved in the goings-onof atea .
ceremony. They practiced their parts, either that of host
or guest, Kids practiced during recess time, during the
lunch periods; they practiced in the park, in all.corners
of the room, on the playground during their free time. As
their teacher I acted asthe guide butreally they were on,
their own. Soon we,were ready for our first ‘dry-run.”
Congider this: The group is considered a talkative
group; it ¥ usually hard for them to sit quietly for fifteen --
minutes. During the tea ceremony, with twenty children
being the audience, six children being guests, and one
child, the host or hostess, the entire group sat for a period
of forty minutes in complete silence, with the only sound

. ‘being heaid being that of the steam coming from our

steam kettlp I lat fﬂund that eaﬁh nf the EUdlET\CE was*

actmg asa Crlglg .

" During the next few weeks every child in the class
experienced either the part of a guest or a host. And each
group that went through the ceremony ritual tried to be a
bit better than the previous group. Each ceremony was a
beautiful experience for the class and for the teacher.



' Wheﬁ visiting teachel‘sask me what our group got
out of the ]apan appruach 1 usually let one of the chil-
_dren answer. “Well," one of the kids replied, *
"more about myself. I learned to respect others, I learned
that people all over the world are almost the same.

I learned that our differences make us more interesting.

-I'learned that people all have good feelings and bad feel-
ings, good times and bad times.” This from f:fth-grade
children makes a teacher feel that his teaching is

reaching them and is meaningful..

Throughout the entire year [ use the Constructing

Drﬂmatlc Plat umt asa ma]ur thread Althgugh we do
,,,,,, children

actually to ExpEl‘lEl‘lCE the ynit accurdmg to the Teach-
ers’ Guide, during the YE?IJWE use specific facets of the
umt many umes over. Ch dren du not conmder the
rather as a fun leammg Expsrlence. Dufmg our
Constructing Dramatic Plot sessions children do have
mini-reading adventures, language arts, written work,
and social development. As long as these language arts
Expe’riences are part of the unit they are not'considéred

“work,"” and we find children actually working much
harder. We find'children reading because they actually
want to read and enjoy what they are reading. They . .
find that all of their work adds to the betterment of their
owngroup and thereby adds to each person’s prestige.
Because of this “painless” series of learning experiences
I've found the C.T.B.S. scores {California Test of Basic
Skills) were much higher in classes having experienced
an aesthetic education approach to learning than in those
not having experienced.it.

When kids learn in a relaxed manner: in a fun-
type way, learning and teaching comes easy. To me,
Constructing Dramatic Plot makes teaching a pleasure.

I intmdmed Creutfng erd Pictures late in the

‘I learned -

; and the first drawing showed a dog panting while sitting- -

children found the textbook approach quite a drag. I was’
told that a certain amount of grammar should be taught

before our children reached our Middle-School. We )
began the Creating Word Pictures unit smoothly andina/  #+
fun atmosphere. Our class began to play games with .

. words. The first hour flew by all too quickly. After that

we used the materials for aboufan hour a day. Part of the
four was used for crayon-type-art. We developed word
pictures and then made pictures out of our word combi-
nations. Soon children knew that pink cards wereverbs,
and that verbs were doing words. Children actually °
“lived” nouns, verbs, adjectives — it all made sense to

M b
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them be«:ause the wards were being used not cmly in.

word combina
their words. For example one yaungster tm:k two noun
cards, “sand’’ and “witch,” and played with these two -
words for quite a while. The child made a large drawings
showing his “sand witch,” that is, a witch made of sand; ..~
complete with hat and broom. Then considering hiow the
word combination sounded, the child made a second
drawing showing a sandwich and labeled that drawing
accordingly. Another word combination was **hot dog.”

under the sun, and the second, the usual hot dog on a bun -
with mustard. There were many word combinations, all
coming from the children, They were manipulating
words and mastering them — at their level. .
Children learned to use their senses and they
learned that words may have more than one meaning.
They found that words are often plcturesque The chil- +
dren discovered that they were able to manipulate wm‘ds
to develop pictures in other people’s minds.
.After having a series of experiences with
Constructing Dramatic Plot and Creating Word Pictures,
I decided to combine the best of both approaches and see
what would devplnp Childrpn bDrwaed the blue (noun) .

develnpmg odd and weird- Esnuﬁdmg t:harat:ters, We Yi;lad
;



splderman and “mudman’ and * sandwnch for

- examples. We then used our new characters and each

group developed seﬁlﬁgs to suit their characters and
finally worked out very interesti ngdramanc plots It:was

gs if children had entered the * grad’uaté school’ phase of
our aesthenc éducatmn They were actually develnplng

‘resu]utmns Af[er a brlef writing session, each gmup
presented their “dcamas” to the entire class.

Another phase of our work, Creating Characteri-
zation, proved to be extremely interesting to teach.-This
unit helped bring out hidden problems children had,
either at home ar in school. I found that one of our girls .
was the gym teacher's “pet” and could do no wrong
.while others could hardly do right. The little girl's peers

-~ were making things a bit rough for her because of this. .

‘Throngh this unit the frustrations and tensionscame to

the surface, and I was able to help soothe the situation.
I don't use Creating Characterization early in the

year. I want to know my kids better. I want them lofeel

relaxed with me, In Constructing Dramatic Plot chlldren ,

work in groups of four or five while I limit the groups to
twu Ehxldren in Créatmg Lharuglenzmmn 'T'he larger the

each Dther Later in the year, wnthm a group of two, it

' _seems each child has to depend upon himself/herself

more.
Each unit has its own gﬂals and I asa clasqmom

the same, that s fine. But if the gnals aren't qm’ular it
shouldn't make much difference. For example, one of the
goals taken from one of the units states that the children
will increase their capacity to experience aesthetic
phenomena in theatre by working with how emotions are
used in theatre. My goal is this too, plus I want kids to
know their emotions. I want children to be able to
express their emotions, to learn to get things off their
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~goalshaveg

chests in an acceptable manner.1 want kids to share
their prublems w1th Dthers

malerials chlrdren dD learn that what they have been
feeling all along is part of real life. They learn that their
emotions are a real part of themselves. They learn that .
their facia] expressions, voice, and bodily movements,
all express their emotions., :
The Creating (Z‘h&ractenzatmn appmach is a bit
more suphxsucated and kids find they have to dig a biw:
deeper into thefnselves. They have to bring'more of
themselves inte the unit. This is good, but it works best if
we have gcﬂd teacher-pupil rapport. b ]
The final unitwe use to rourid out thewyear is entiy
tled, Examining Point of View. I don’t begin this unit at
any special time. I do want a time of the year when we
have more sun to help in our photography. I find this uni
will complement all other units we have used. The unit
itself suggests certain goals. The goals concern the photo
graphic arts and the bringing out of specific points of
view. All this is good, and | add certaln goals to these;: 1
want kids to respect other people’s ideas; I want childref
to learn that.each individual is entitled to express his or
her thoughts if he or she wants to. Note how these two -
one through the entire year's work as far aSﬁ

aesthetic educatmn is concerned: We emphasized socia
development, self-esteem, self-respect, respect for
others and for other people’s point of view.

We begm this unit by having all children draw
their own versions of a dream they hear described. We
then appoint three judges to judge the drawings. After
the judges make their decisions comes the low blow. Th
judges find they had no basis for judging and that it is
very difficult, if not impossible, to judge someone's
drawing of another person’s dream.

Later in the unit children are leldEd into teams
two, they are given instructions on the use of a tiny

. L :




“camera, and they are let loase to¥xpose their roll of .
-negatives. The roll'of film contain¥twelve exposures,
"d@nd each child is limited to half the roll. Childrén take
pictures of themselves, of others, of trees, dogs, their
teacher, their shoes, a hand or an eye.

We know if we send the exposed film rolls out to

..be devﬂﬂped the six to ten days of elapsed time would
kill some :thing in the unit, so we decided to teach photog-
raphy just where it best fits into the unit. We set up a
rm%l -darkroom to place the exposed film in our devel-
oping tanks and then used the regular classroom for our
second “lab’ by using black construction. paper over the
windows and doors. Each child learned to wark in _
cﬂmplete darkness, then learned the “time and tempera-
ture’’ method ef devalopmg negatives. Of course crop-
ping, enlarging, and ‘actual printing were much fun and
very exciting. Prihtsweren’t quite dry when they were
whisked home to ShDW to parents. - .

During the entire year our class worked with five

-aesthetic education units: Constructing Dramatic Plot,
Japan: An Approach to Aesthetics, Creating Characteri-
zation, Creating Word Pictures, and Examining Point of
View. Before using the unit on Japan. it's good to be sure
the teacher has a large block of time available — that is, -
try not to have any long school holiday interfere. If this
unit is used in early October, full value of this approach
will be gained. and the unit can come to a natural conclu-
sion by early December.

This coming school year I plan on beginning the
year w:th Cnnslrur:lmg Drﬂmulm Plat. C)f course, we
Word Pm!ures and then blend bnth umts tngethér‘. we'll
use the Japan approach, and I know at times we will be
workmg w:th twa dlffFl‘E‘ﬁt unit% at dlfferem times .

Word Pictures w:ll be folluwed bv Creating c harm:ten—
zation. Most likely we'll end the year with Examining

Pointof View and the photography approach. ,
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A MUSIC SPECIALIST'S VIEW OF
. AESTHETIC EDUCATION, KINDERGARTEN

THROUGH SIXTH GRADE

Linda Gabel
Earle Johnson Elementary Schm:nl .
. Jefferson County, Colorado - ’

There are three objectives of the Title I1I- -spon-
soted interdisciplinary program utilizing the arts and the _- .
outdoor environment at Earle Johnson Elementary T
Schuol The flrst ob]ecnve is fnr all students to demon—
thraugh the arts,.as measured by their ablllty to 1llu5trate
this understandmg through their choice of movement,
drama, music, or visuals. A second objective is for all
students to demonstrate a more positive self-concept in

ar:nm;:»a'nsci'lrl to those in a control school without a related

program. The third objective is for the students to learn
speclfu: academic objectives in reading, language arts,
social'studies. and science through Gutdnor activities as
measured by local criterion tests.

Specific activities have been and are being devel-
oped to achieve the abave objectives. These activities
follow three general categaries: 1.'short-term; 2. interme-
diate (1 or 2 weeks); 3. long-term culminating (4 or 5 ?
weeks]. Outdoor activities have been developed around

% existing academic objectives which allow stydents an

alternate avenue to achieve success. :

The projectstaff involves everyone in the school:
however there are certain staff members who haye
special responsibilities for the project. They are* the
project director who is the principal, the project coordi-
nator, the music teacher, and thé instructional materials
director. This interdisciplinary arts tgam works with
classroom teachers to effect an integration  of the arts
with the traditional academic curriculum.



: ‘Itis difficult to capture the essence of the imple-
mentation activities in a written descriptidn, and the _
- reader should recognize that this description pmvu:les
only a sketch of what is really happening.

When the arts team works with classroom teachers
_on.a “Culmination Activity,” they meet with the teachers
of-a grade and decide what the activity will be and when
- it wxll happen The acuvuy is facused on some unit of "

fub]ecuves The drts team provldes ideas and Eupport for

" using the arts in teaching. When the unit’is taught, the -
arts team is directly involved by helping with the activity
or by supporting the teachers. This type of activity .
culminates with a special program in which the students
use or demonstrate the learning that has occurred.
Examples of some of the content involved, such as
Greek Mythology, American Heritage, Christmas -

Around the World. Africa, will be discussed.
ThE team member’ : lsg wm‘k w1th teachers onan

resc;grcss to En”hance the classruﬂm currlculum Instruc-
tion is provided, as well as idéas for teachers to use in
their teaching.

The schcml dev’ntes F'ridqv m an ”C)pen Lab" dav

classes in thelr own areas, so that thev can work in the
classroom with the classroom teachers, allowing three
extra pairs of hands for use on various projects.
Obviously, there were some scheduling difficulties to
work out, but the fleiji)?r of the Earle Johnson staff has
" allowed these activities tO occur.
_ As the muysic teacher on this arts team, it has-been
my pleasure to VF‘DILIFE far fmrﬁ my own fiéld intﬁ many
describe all the ac:twmzs which have occurréd at our
school. A general overview is necessary.

v
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important i u'jl, our pm]ect 1mple;memangng For the mynad
" ideas the arts team must come up with each week for all
gradd levels, we find it necessary to tap all levels of
resources. Su fai‘ the aesthetic educanc‘m currxculum

prugram Although I've fuund itto be a rare accaslrm
when I've used a unitin my teaching just as it was writ-
ten, many times [ have reahzed what a valuable resource
they are. :

Kindergarten

Since kindergarten is nnt a scheduled music class
for me, I usually see these students only in my Artsin
“Education capacity. With them Texture proved most
useful to spur on a development of movement. Using the
basics of this unit, the Texture Bags, each child was given
a different texture. All the'children were asked to reach
inside their bags and, without looking, to think abouit the
texture:. Was it smnoth? Hard" Scratchy" Huw rmght

. grmlps of fnur or flve were asked to make a cnmpusltmﬁ
.——first with all the different textures in their group, then all
" one.texture which involved their finding all the ather,
people in the room with the same color bag (a fringe-
learning benefit!).

In any movement composition, be it with textures
or not, Relating Sound and Movement is invaluable.
Again, only a portion was used, but through the use of th
Sound and Movement Chart, the kindergarteners were
able to see all the ways their bodies might move == high,
low, weak, strong. Some alternatives were given by the
students, “How about half the group moving weak, and

. - half moving strong? What sounds could we add to ‘make
our composition stronger, weaker?"' These small
children came up with some amazing creations having
been exposed to Texture and then to Relating Sound
and Maovement.



. First Grade

With-first grade, came the Colors Culmination,
“Families 1776-1876-1976'' and the "'Mother Nature"’
- Program. Each of these Culminations dealt with music,
ﬂrama art. and movement. :
Using aesthetic education concepts, an idea w was
ge*ﬂerated ima a pragram Thé children learned -ahout

We had to ]earn th to stretch like rubber bands E]lck
like sticks, flow like water, bounce like puppets, and
. decide at the very end — we like Bu]‘SE]VES best of all.

. Witha recording called Mavmg. the group had to
mjirror the leader, who at the beginning was the teacher.
'UsingLCrEa!irig Characterization, emotions were
.explored — "How do you feel when your hands'are
down, up, etc.?’ Through the use of characterization
picture composites, the children discovered how their
body language tells a great deal. *"Now, how does water’
mave? Is it sad, happy, excited? How'do you know? By its
sound?”’ . ‘

Moving with the record soon brought out a lot of
creativity in all the children. But one little boy named
Tim, who had an incredibly low self-image, began to
discover hE was good at moving to music He sparkled
the _mirror - for the pmgram  he Eouldn t helleve it. HE led
those water people as no one else could.

A.s a musu; teather I thmk Tama Lclur is remarkﬁ
Exceptmn of deletmg the movie. It wasn't qum: th I ri
like to present tone color. I wanted live people. So. the ..
band director brought in a few students, and we intro-
duced tone color. “How can'vou tell if an instrument
splayingis aharp or a clarinet?” "By its sound or tone

color.” The children loved playing the game and recog-

" nizing several tane colors. It's so rare to find a tool'to
teach this concept that do%ésn't present a 50-piece band or

k4

better apprnach A

Second Grade -+« -

Moving alcmg to second grade, the concept of
Shape..whlch has been introducetl, but is now bemg ,
worked with a great deal, is best illustrated in our R

-teaching of symmetry. Here, the children study bilateral,

repeating, and rotational symmetry in art and musia.
Through the scientific method of discovery, the students
find out what symmetry is and they become able to give
examples. The studénts draw the conclusion that the
human body is an example of symmetry. Having been
previously exposed to Shape, Shape Relationships, and
Shapes and Patterns,* the students are fully aware of the

_ terms "pattern’’ and "shape.”

The arts team remfﬂrces the L:nnt:.ept uf symmetry
dren experlmént Wlth many pnsmcms in whn:h they can
watch their bodiesbecome bilatefally symmetrical. "
After experimenting on this level, the children work in

~ groups to come up with all the different ways they can

create bilateral, rotational, and repeating symmétry, The
class divides into half and then into smaller groups. Each
group creates a specific type of symmetry. The other half
of the grqup walks through the *“Museum of Symmetrical
Form" idemifying each fﬂrm as thay come upon it

“with symmetry usmg both their bodles and related art

skills. The children work in pairs, one child posing in a
bilateral shape and his partner drawing the outline of
this shape. The students will then take the outline, use *
their knowledge of bilateral symmetry and composition

" skills, and create bilateral designs. The class creates

totem poles with their designs which are dxsplayéd in the
classroom. Another activity for follow-up is smgmg
musical rounds which are identified as repedting

*These three units are described in this book simply as Shape.

— 3
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symmetry, i.e., Three Blind Mice. Participating in these
activities, the child understands the cnnﬁept of symmetry
bEELEj‘. : g

The second grade studies nmghborhnads Last
year, they did the Christmas program, "'Neighborhoods
‘Around the World,” and this year they studied colonial
neighborhoods. Both of these studies and resulting’
culminations had their inception in the music classroom
with Examining Point of View. "*Different points of view
happen when we lodk at Christmas in Mexico, Israel,
Russia, France, Sweden. They all celebrate Christmas in
their own way. Is any one of those ways wrong? No, only
different from the United States.” .

All the scenes were enhanced with dancing, sing-
ing, movement, and drama. In any of the dramatic
programs I always introduce Creating Characterization
at the outset. These children need first to understand
emotions and feelings, before being able to portray an

" Israeli dancer or a small girl or boy.

Here tﬂfl tone color is a major LDnEEpl in the
music curriculum. We carried Tone Color a bit further.
The children were asked to pick their favorite tone color
and choose what shape and ¢olor it might be. The hardest
part of this activity was for the children not to draw the
drum, but what its tone color might look like. Finally,
everybody had the idea, and we came up with some
creations which involved a lot of feelings which rplated
back to Creating Charagterization.

Third Grade :
In the third grade. Indians, Business, and Space
are l;rla]cu‘ Emphagls Lomtq Man\ UutbldF‘ resources are -

Business Da_y activities, students are takan in group% uf

about five to various businesses in the Golden, Colorado, -

area. The Chi]dan come bfu,k to the suhon] and rre*’:te’

up the_lr own Hut wnh donatmns fmm parg nls

Thie children have their own newspaper, using
advertlsements fDI‘ all the husmesses thenr own radio’

Thls year the radio station intends to create an
original taped radio broadcast, using the students’ skills
in tape splicing, learned from Arranging Sounds with
Magnetic Tapes. They have learned which sound Cﬁvg‘bl-
nations are the most atterition-getting, which the m
pleasing, and they make use of these techniqués'in

. their broadcast. The radio system is of course a A,

system, but for these kids, it's just as real as any station in
the city. The businesses Wllll!je able to buy ads from the
station, as will the newspaper.

Relating Sound and Movemnient was a super

" resource when the third grade wanted to do a Space

rogram. They knew all of the. characteristics of each
lanet to which they were assngned but what would the
reatures look and feel like? Aha! Creating Characteri-
ation once again comes.dnto play. “If the earth is very
hut how mlght ‘his feet look? Big? Rubber? Thick?'* All
the descriptive movements that might also be'used were.
discussed. We came up with all kinds of creatures, fltfirlg

. both the hot and cold sides of each planet, with the

perfect movements, and of course, the perfer:t musu: and

.sounds for each one.

Lighting here plays a great partin- setting the
mood. Using Helutmg Sound and Movement asa sprlng= ‘
board, visuals were employed to give the proper - :
planetary effect.

When third grade studied the Indians, Creating
Characterization was used-again. "How did the plains
Indians feel differently from woodland Indians? How is
this shown in clothingand houses? How was life: .
different as a result of hvmg near the coast and nat ]ust
being surrounded by land?’ [Feehngs are a big part of -
the Indian unit:) “Why did they create some of the songs
they did about celebrations, deaths hard%hlps’? Why did




they play the Choctaw Raccoon Game and not
Mnnupnly" Inevery instance, the children were urged to
" feel what an Indian might have felt and to create in that

~atmnsphere Drum talks were created, baskets were
ywoven, and legends were told — all reflecting the total
life of the American Indian.

Fourth Grade

‘Fourth grade, for the arts team, is a plavground of
creativity. They have so much to work with. Japan,
Africa, Colorado, the Netherlands, We use Creating
Characterization, Rhythm/Meter, Examining Point of
View, and Constructing Dramatic Plot.

In the case of Japan, the arts team and students
made shoji screens, fish kites (wishes on strings), a
tokonoma, and fl(}Wéar‘ilrraﬁgerrlenisi We made a meal
for-all to share: in othe®'words. the students created a
total environment. They wrote their own haiku and set
them to music. .
) For the African unit, the children created environ-
- ments to reflect the desert, the grassland, and the jungle.
They investigated the vegetation, the people, and the
ﬂnlm:llq F‘(l'%“ﬂg in as lCh Ff‘gl(ll

Soundtracks were made by the students for each
region, Their tapes included the music of each region as
wpll as animtll ‘inlll‘ld%‘ f\rmn;,ing Snund% With Magnf'tic

pleusmg to the ll%tener.
Fifth Grade
' The fifth grade curriculum emphasizes history.

We've found Examining Point of View to be extremely
helpful and, of course, Creating Characterization. How

. can a child play George Washington or John Adams if he
doesn’'t know how he lived or felt? Last vear historical
portraits, as seen by a museum curator (a cldssroom
teacher), were illustrated. This vear the intent is to show

¥
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how many choices have to be made under the American
democratic system: to come to America or not! to adopt a
new way of government or not! Again, there was a lot of
arguing. Some issues have never been resolved. But,
everyone is entitled to his or her own “point of view.”

One of the students acted out a trial in the Old
Waest. Black Bart was accused of stealing a horse; all the

signs pointed directly to him. As evidence: he was
pigeon-toed, wore a hlack hat, was shifty-looking. Well,

- the class soon found you can't hang someone for being

shifty-looking. That's a point of view, not a fact. A judge
from the Golden areain Colorado tried the case. Black Bart
was acquitted by a hiing jury. The sludpnts in the pldy

[h&l!‘ perfurmance.

The fifth grade also studies tall tales with the help
of Creating Characterization, using icand art
The students read many tall tales, i.e., “Paul Bunyan,’
“Johnny Appleseed,” etc. As a culmination, the class
chose one tall 1ale to develop into a group presentation.
The class then restudied “'John Henrv'' to discover how
hest to illustrate it. A group of students were selected to
write the play: the script was handed out; and tryouts
were held for the different parts in the play. The rest of
the class worked as small crews to prepare for the
production. The scenery crew was in charge of scene
changes and props. The dance crew created and
performed a dance for the last scene. The music crew
learned songs and produced the necessary sound effects
with the help of Relating Sound and Movement and
Arrunging Sounds with Muagnetic Tapes.

All of this took about four weeks to complete. Two
periods were set aside for performances. One was
presented to the school: the final performance was given
for the fifth-grade parents. The parents were able to
share the students’ umlers[andmg of thefTall Tales unit

125




\\x’“’; A -
and gain an apprﬁmatmn of the new skills their children
have learned through participation in the broadened arts
program. ’ .

In fifth grade music, used Texture as a spring-
bouard for movement composition, as I had with the
kindergarten, and also for musical composition. Each

" group of five students had several instruments: xvlo-

E

phones, drums, piano, violins, etc. Each melody
composed by the students had to have a different
texture. Even fifth-grade students benefited from using
the texture bags, which also proved helpful in explaining
the concept of texture.

Sixth Grade

Sixlh=grade studies of Mexico, 'fﬁythf)lngy. ESki=

Lreutmg (;huru(;teri}fﬂtinn_a‘m(l Examining Point of
View were used with the Mexiro and Eskimo units.
Envimnmpnlq for Parh were huilt Cnnstruuing

create lhau own plul&- for an F.‘ak,lITlU lbg&:i(l. u)mjlelc
with music, chants, and sound effects. The Méﬁic;m
fiesta brought in all kinds of outside resources. We had
Mexican dancers and puppeteers and took a field trip to
a bilingual school for a splendid program and an excel-
lent meal. And Constructing Dramatic Plot helped us
create a legend of the discovery of New Mexico.to get our
fiesta activities rolling.-

Mythology ended with a formal program
portraying myths. with a Greek chorus ¢hanting (another
call for help from Rhythm/Meter) and an Olvmpic meet
in the round, complete with javelin throwing, relays, shot
put, and dis ‘he mvths were no longer something vou
read out of a musty book: they became part ol alife- stvle.

-
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-pulled out a parachute and old sheets.

The sixth grade optics unit turﬂed imD a réal
“happening.” Using photography, E
View ;mdnils water, ﬁpliC lil]u

tions dﬂd dﬁgrpeq (jf llgh( The sludcﬂnt% Fﬂ(penmpntpd
with oil and water, saline solutions, bubbles, alcohol,
and even sand from the playground. Slides were made
using all kinds of experimental ingredients. ’
Grand optical illusions were drawn on huge sheets .
of butcher paper. The st ts played with light, with
shadow. and with bending. “How does your light show
on the wall? On the.corner of the ceiling? On the;ﬂuar"

Allast, after working a week or s0 on just experi-
ments, we all came together in the gym. Then there were
light shows everywhere. Shades of Laserium. And we
dicdn’t forget the music. Not only did we have electronic
sounds on records, but the students. via electronic sound
hoxps and“ﬁ\rranging SDunds with Mugnetfc TﬂpES

whlrh w:av and SlldE‘S fhpped TThJC“V to Alsu ';n'pl‘ULh
Zarathustra. It was truly amazing. At the end, for fun, we
“How does light
look on sheets in colors (gels), with strobing when vou're
under a parachute? ' Sixth grader; at Earle Johnson
found out all ata "Happening.”

We were also involved in an environmental
program-and it might be appropriale to mention some of

_the activities. Creating Word Pictures helped the chil-

dren to use sensory images to describe what they experi-
enced. '

The students were told: Take a fun walk and find
the boundaries of your activity. Touch the rough chunks
of cement h\f the gravel road, the retaining wall
¢ [Texture]. Walk down the gully and find where a pipe
crosses it. Not far down the gully find where it suddenly



gels d eep. Laok for cattails and touch one of them
{Texture again). Walk to the nearest living tree. Touchthe
smooth wood of the large dead tree. Walk to the tall
fence and listen, what do vou hear? Look for different
shaples (Shapes). different colors. different designs
[Shapes and Patterns). Look for examples of camouflage,
somdthing moving, evidence of man, of other animals.
Looklat the details of a plant (Shape Relationships), the
shapéof a leaf. Anv branches? Any seeds? What color?
Are the patterns repeating? Irregular? (Shapes and
Fattenns). Back in the classroom the students were told:
Choose something you see and write a one-word descrip-
tion ofiit. Then build a pyramid of words which describes
“the objectin more detail. An example:

- tree

gray
hard

Pretend to be a town guide for mice. Describe the
area from the point of view of a mouse (Examining Point
of View, of course]. And then the students describe in
writing some changes they think will occur in the area
theyv investigated. A friend reads the description and
tries.to identify the author’s feelings about change.

large
old  dead

I was asked to answer two specific questions in
this case study. Has aesthetic education made me a
better teacher, and has it made my work with classroom
teachers better? How can | begin to sav that these voung-
sters have gotten a richer, fuller look at concepts they
might never have known?

As ateacher, I'm no longer in my own little music
" world, but math. science. history, d@nd all the other
aspects of education are now part of my teaching ahili-
ties. I feel at times as though [ were a classroom teacher.
I no longer have that "specialist” tag, which is kind of
nice to get away from. The classroom teachers work with
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e team, each one contributing his or

the arts team as
own strenglhs. :
It is nothing anymore for a first grade teacher to
teach a dance or direct a dramatic sketch. The more
we've worked with this project, the more we are
convinced that we are breaking away from the molds
we've been placed in. A teacher said to me, "'A vear ago,

_ ITwouldn't have dreamed of doing anything musical, let
alone teach a dance. And look at us, my group was the

star of the show."”

Using aesthetic education, materials, all teachers
can be specialists. no matter what their strengths. We can

.all work together for the enjoymentand education of our

children.
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EVALUATION .
The Evaluation Process in the
Aesthetic Education Program

Each instructional unit goes lhmugh three devel-

T

clasgmam t&mhp n a self-

Prior to the first complete Llassmnm trial of a set of
materials thothouse trial), a member of the evaluation
staff aids the developerinide r‘mf\n‘l;j those activities
and materials which contain potential problems. These
are tried out in the clussroom with small groups of chil-
dren or with an entireclass, depending on the nature of
the activity and the problems expected. At this stage, it is
usually the developer rather than the teacher who
directs the children’'s work.

In the light of these sessions, the developer and

-evaluator examine the materials for logical sequencing
of concepts and carrier activities, clarity of learning
objectives and teaching instructions, appropriateness of

+the content, and expected student outcomes for the
developmental level of students in the target population.
Al major concern is huw the content of the unit fits

conceptually with the overall goals of the Program and,
pi’rlml 1larly, with the outcomes of the curriculum levels
of which itisa pilrl RP\IIHIUHH ﬂE'('(li d in the* unit bt:f()l‘(‘

lppmprl.lte* me*lhuds uf

are also discussed, and
mtr)lype matrumenmtmn ,f(;nr testing during the

hmhause trial is prepared.

Hothouse Trial

Evaluation of a set of materials during the hothouse stage

invokves the systematic observation and description of a

teacher and a group of students as they work through the

completed unit. The concerns of evaluation at this stage
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of the unit‘éﬂevelgpmem are several: Can the teacher
implement the suggested instructional strategies
successfully? Are the malerlal adeq nale to their task
both pedagogically and in their de n and t:nn*:truciimn?
Are the students able to demc‘m tr e the behav-ors
desired by the developer?

During the initial classroom trial, the teacher dDes
the actual teaching or mana ge ment of the set of mate-
rials; however, he or she may call for assistance frum th
developer or the F-va]uamr/ observer when needed.
Every session during which the unit is taught is observed
by a member of the.evaluation staff and, usually, the
dew:lr;)pe,r. Their notes are supplemented by a transcript

made from the tape*rétording of each session.

fan]

Additional evaluation information at this stage is
also derived from teacher interviews, critical reviews of
the unit by outside consultants, prototype evaluation

instruments, and analysis of Smdén[ pmﬁm:ls.

b

rlt d in a Hmhane Rep@rl mnl aining a descnpli’
the unit, site description and implementation data,
,Sull of teacher interviews, description a and evaluation

oo oD
ey VT -

ndividual activities, instrumentation, resul
ca l reviews by outside consultants, and con iclusion
recommendations. :

Pilot Trials

The pilot trial is the final stage in the evaluation of
a curriculum unit. The evaluation at this state not Dnly
examines whether or notthe unit produces measurab
differences in student outcomes, but delermmes if the
unit can stand alone and "“work'" in the classroom.

Classroom factors are examined usmg a variety of
data-gathering devices. Teachers evaluate individual
activities through the use of checklists and question-
naires embedded in the Teacher's Guide. Structured
teacher and student interviews uncover specific pﬁjb
lems encountered in 1mplementatmn and/or unantic
pated effects the materials may produce. Outside .,
w the unit's content from a variety of

Y

—

._.

perspectives.

129




Student outcomes are measured through a pre-
test/post-test/control group design. In addition, prior
to 1mplpm&md[mn sluden[ baLkgrDund varlables are
armbles are mPasured Measures appllcable to :1,11 umt;
in a curriculum level as well as measures developed
specifically for a particular unit are designed in-house.
An observational system consisting of random
spot-observations measures teacher implementation
of the unit. .
A minimum of three classes is used at the grade
vaal TECDmmEHdEd bv [he unit devplnpe‘r Ciltc: sPler[mn

urhan gsuhurhdn thll‘{lf‘[Pl‘lS‘[lCS‘ nf [hF‘ Llasses m\ml\ ed.
The main objective of pilot evaluation is to assess the
replicability, effectiveness, social fairness, and harm-
lessness of a given unit.

A Pilot Reportis prepdrul to'include the fu]luwmg
information: a standard and detailed description of each
pilot site. including demographic information on the
student population; a standard questionnaire completed
by pilot teachers; an examination of classroom process

taken by unannounced spot observations® a sampling and
analysis of student work or products: a comparative

rafing of each teacher’s degree of implementation of the
unit; a probing of qlndpnl; affective response to the unit;
resulls of a teacher questionnaire embedded in the
Teacher’'s Guide; an intrinsic critique of the unit written
by an outside expert: a concept-ranking exercise
completed by the unit developer before pilot test, and by
the tgachers and students at the end of a pilot test; and an
in-depth interview completed by all teachers at the end
of a pilot lest.

After collecting and analvzing plln[ test data, the
evaluator makes informed recommendations regarding
appropriate disposition of the unit along the develop-
ment cvcle, whether for further revision, further testing,
-more development work, or readiness for publication,

o
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School Districts, Administrators,
and Teachers Contributing to
Evaluation _,

We wish to thank all these educators and-their
students (and any others we may have inadvertently
omitted) for their help over the past years and for their
contributions to the development of the aesthetic educa-
tion curriculum,
Affton, Ma., Schools
Ms. Kedro
Ms. Grizzle
Berkeley, Mo., Schools
Ms. Bartlett '

Ms, Bollinger
Ms, Lunceford

Brentwood, Mo., Schools

Ms. Pappas

Ms. Pullen
Ms. Wright

Ms. Humphrey ’
Clayton, Mo., Schools
Ms. Geno Ms. Murray
Ferguson-Florissant, Mo., Schools o Z
Ms. Barbee - Ms. Kunkel /
Ms. Beck Ms, Lack =~ =
Ms. Ervin - Ms. McKenney
Ms, Fone + Ms. Nalley

. Ms. Galvin Ms. Palmer
Ms. Hammel Ms, Pratt
Ms. Hinsley Ms. Rather
Ms. Hogan Ms. Shouhart
Ms. Jensen Ms. Siemer
Ms. Kapplinger Ms. Slavens
Ms. Kormeiar Ms. Winter
Francis Howell School District
5t. Charles County, Mo.
Ms. Allen ' Ms. Moran
Ms. Arnaold Ms. Sandau
Ms. Grandstaff - Ms. Sellman
Ms, Johnson Ms. Tennyson
Ms. Keane Ms. Wolfe
Ms. Means Ms. Ziman




Hancock Place, Mo., Schools

Mr. Bradbeck Ms. Klocke
Mr, Huff Ms. Meier

Hazelwood, Mao., Schools

Ms. Diehl Ms. Schmid

Ms, Prather
Kirkwood, Mao., Schaols

Ms. Meatte Ms. Summa
Ms. Nordherg Ms. Wagner
Ms. Prather . Mr. Webher
Ladue, Mao., Schools

Ms. Graves #vir. Schlamb
Ms. Marx Ms. Weitman

Lindbergh School District
St. Louis County, Mo.

Ms. Granat Ms. Pappen

Ms. Karau Ms. Rodriguer
. Nermandy, Mo., Schools

Mr. Blitz Ms. Haus

Ms. Brooks Ms. Neal

Ms. Brown Ms. Smith

Ms. Figgons
Parkway School District
St. Louis County, Mo.

Ms. Alg};\ﬁzmdcr Ms. Horton
Ms. Anderson Ms. Howell
Mr. Bemberg Ms. Intag
Ms. Brayss 7 Ms. OConnell
Ms. Bybee Ms. Pedrick

© ‘Ms. €hamberlin Ms. Phillips
Ms, Cohen Mas. Schardi
Ms. Foster Ms. Shaffer
Ms. Gabler | Ms. Toeniskoetter
Ms. Gotterman Ms. Weitmin
Ms. Griswold Ms. Wright

Rockwood Schools
8t. Louis County, Mo. |
Ms. Fisher Ms. Loumas

St. Charles, Mo., Schools
Ms. Kern Ms, Wolford

St. Louis Archdiocesan Schools

Ms. Brown , e
S5t. Louis City Schools

Mr. Bovd Ms. Ledbetter
Mr. Brasfield Ms. Lilly

Mr. Fick Ms. McGhee
Mr. Howell Mr. McGrath
Mr. Johnson Ms. McKinley
Ms. Moshy Ms. Muse

Mr. Oshorne Ms. Pavne 5
Mr. Price Ms. Nurre
Mr. Vaughn Mr. Parker
Ms. Billups Ms. Reid

Ms. Curry 'Ms. Rodgers
Ms. Dalton © Ms. C. Smith
Ms. Denny Ms. P. Smith
Ms. Diggs Ms. Stafford
Ms. Greene ~ Ms, Steward
Ms. Johnson Ms. Turner.
Ms. Jones - Ms. Wade
Ms. Kanter .. Ms. Wright
The Wilson Schoel, Clayton, Mo.

Ms. Rowan Ms. Berry
University City, Mao., Schools -

Mr. Hopson Ms. Marks
Ms. Jacobs Ms. Mason
Ms.-Ashkanazi Ms. Null

Ms. Atchison Ms. Parker
Ms. Billingsly . Ms. Pavne
Ms. Brandstatter Ms. Revnolds
Mr. Diamond Ms. Richardson
Mr. Fields Ms. Roviniree
Ms. Fleming Ms, Stuhlman
Ms. Friese Ms. Tedrick

Ms. Gale Ms, Thornton
Ms. Goldman . Ms. Waterston
Ms. Goodman Ms. Wehh

Ms. Loring
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Webster Groves, MD -Schools Rhvthm/Meter
Mr. Brown Ms. Knobbe Hothouse Report: 1. May, 1970
Ms. Burns . - Ms, Langenbach 2. April, 1972
Ms. Clark < Ms. McKinney 3. March, 1974
Ms, Grahm - Mr. M‘”“r Pilat Report: February, 1971
Ms. Ha’?‘* Ms. Miller v (Interim) Octoher. 1974 '
Ms. Hill Ms. Pollack - Setting and Environment
Ms. Holm Mr. Steele P
R e Hothouse Report: Fehruary, 1973
Mq !acksun Ms. Tuscher Pilot Report: October, 1973
Mr. Koch Ms. Willoughhy . i

Non-verhal Communication’

A veilakle < , Hothouse Report: June, 1972
Available Hothouse and Pilot Report: June, 1973

Pllot Trial Repﬂﬁs Shape

Level 1: Aesthetics in the Physical World Hothouse Report: July. 1

Pilot Report: July, 1972

Shape Relationships

Hothouse Report: July, 1971

Pilot Report: Julv, 1972

Shapes and Patterns

Hothouse Report: Julyv, 1971

Pilot Report: Julv, 1972

Movemen!

Hothouse Report: '1; August, 1970
2. August, 1971

Pilot Report: thruarv 1972

"“*J\
—

Intraduction to Light
Hothouse Report: July, 1973
Pilot Report: Octoher, 1973
Introduction to Space
Hothouse Report: Julv, 1973
Pilot Report: July, 1973
Introduction tno Sound
Haothouse Repart: August, 1973
Pilot Report: September, 1974
Introduction to Motion
Hothouse Report: Fall, 1975
Pilot Report: December, 1976 Sound in Poems and Stories
Hothouse Report: L March, 1973

Level 2: Aesthetics and Arts Elements 2. December, 1973 °

Texture * Pilot Report: Oct hPT‘ 1973

Hothouse Report: April, 1971 Chuaracterizulion

Pilot Report: July, 1971 Hothouse Report: January, 1972

Part/Whole Pilot Report: June, 1972

Hothouse Réport: September, 1971 a Level 3: Aesthetics and the Creative Process
Pilot Report (Interim Hothouse/Pilot): September, 1974

" L ' , Muaking Sounds into Patterns

T()rnsi(_{f)lrolt ) \oril 197 Hothause Report: April, 1972

Hpt 10use Report: Apflr L1871 ‘ Pilot Report: Mav, 1974

Pilot Report: June, 1971 L

_ o Examining Point of View

Qmﬁmﬁci L”TU”‘F - ber. 197 Hothouse Report: January, 1972

E{Dl,,nuse Repnrti E:e,plff-m rer, 1971 Pilot Report: May, 1972

Pilot Repqgt: April, 1972 P -

- . . i L

132 : R
. : : ;'l Y §

#F -

O

ERIC

Aruitoxt provided by Eic:




Relating Sound and Movement
Hothnuse Re:pnsrt March ‘)7()
Creutmg wz!h Euunds and lmuges
Hothouse Report: July, 1974
Pilot Report: December, 1974
Creating Word Pictures
Hothouse Report: May, 1970
Pilpt Report: Februarv. 1971
Constructing Dramautic Plot
Hothouse Report: July, 1970
Pilot Report: February, 1971
Creating Characterization
Hothouse Report: May, 1970
Pilot Report: February, 1971

Arranging Sounds with Magnetic Tapes

Hothouse Report: August, 1971
“Pilot Repart: March, 1972
Forming Movement Phrases
Hothouse Report: February, 1972
Pilot Report: Febhruary, 1973

Level 4: Aesthetics and the Artist

Actors

Hothouse Report: 1. February, 1974
o 2. Octoher, 1975
Visual Artists

Hothouse Report: 1. December, 1971

.2, January, 1975

Pilot Report: Oc tnhrﬂr 1976
Choreographers

Hothouse Report: October, 1975
Pilot Report: Nmn:mher 1975
Writers

Hothouse Report: Qctober, 1975
Pilot Report: August, 1976
Composers

Hothouse Report: %F‘pli‘mhf*l‘ 1974
Pilot Report: December, 1976

ERIC
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_Filmmakers ;
" Hothouse Report: July, 1975
-Pilot Report: December, 1976

£

: *chhtlprts . v .
Hathnugé HEpnrt Available spring 1977 -
Level 5: Aesthetics and the Culture Y
Mexico: An Approach to Aesthetics . LA

Hothouse: Repﬂrti Spring 1976

The Yoruba: An ‘Approach to Aestheti
Hothouse Report: Jappary, 1977 '

The 11.8:8.R.: An Apfifﬁdéhm Aesthetics
Huthnuse RE[HJI‘I December, 1976
Japan: AR Appmﬂrﬁ to Aesthetics "
Combined Hothouse and Pilot Report: June, 1974

LEVE] 6: Aestheticé arid the Eﬁvimnment

in this level: ]une 1977
Evaluation Studies
General Surveys
Aesthetic Education Program FExtended Pilot: A Report
on the Questionnaire Data
]. Riley Kunkel
Dctober 1972

esthetic Education Program Initial § Survey nfSelm:ted
Implpmfzntatmn Sites 1971- 1!‘-??”j
] RIIEV Kunkel
1972
f\eszhetic Education Program Survey No. 1 of Selected
Implementation Sites 1972-1973 .
Ann O. Lane and William [, Wright
February 1974
Aesthetic Education Program Survev No. 2 of Selected
Implementation Sites 1973-1974
November 1975

i

b
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" June 1973

Pennsylvania Aesthetic Education Program -
Extended Pilot Trials of the Aesthetic Education
Program: A Qualitative Description, Analysis and
Evaluation _

Louis M, Smith and Sally Schumacher

August 1972

Reporton the First Year Pennsylvania Aesthetic
Education Program

Ann O. Lane and ]. Riley Kunkel

Reporton the Second Year Pennsylvania Aesthetic
Education Program

Ann O. Lane and William ]. Wright

November 1973
Reporton Third Yea
Education Program
Roger H. Edwards and Phyllis
April 1975

Final Report on Pennsylvania Aesthetic
Education Program

Suzanne D. Hoffa

November 1975

r Pennsylvania Aesthetic

Kahan

Position Papers, Reports, and Studies on
Evaluation

A Plan for the Hothouse Testing of the f\P'ﬁ[hF‘tlL
Education Program Materials”

Betty Hall, Patricia Thuernau, and Kathy George
November 1975

“A Plan for the Pilot Testing nf the Aesthetic Education
Program Materials”
Albert LeBlanc and Patricia Thuernau
Novemhber 1975 .
"Design for Extended Pilot Study of Previously
Published Aesthetic Education Program Packages™
Roger H. Edwards
August 1973 )

“Design for Sequencing Effects Study #17

Roger H. Edwards
August 1974 .

i
w
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“Generalizable Congruency as a Factor in Choosing

- Evaluative Models"

Roger H. Edwards
1973
“*How Does A Rainbow Feel?’ Second Trial Eva]uatlun ’
Patricia Thuernau
August 1975
“Ohtainging Strategic Consensus in Evaluating
Innovative Curricula’
Roger H. Edwards
January 1974
“Pilot Test Report on Shapes Videotape™
June 1974
“Rationale and Brief Gutline
Longitudinal Study"”
Roger H. Edwards
August 1973
“Report on the Extended and Sequentml Studies of
Aesthetics and the Creative Process”
Roger H. Edwards
M:’l\f 1'21?%

of Plans for

thmds thﬁSDn

1970 ' ;

Review and Index to Researc
Thomas Johnson

1970

Review and Index to Rese
Volumes I and II

Thomas Johnson

1970 and 1972 -
Review and Index to Research in Film
Thomas Johnson

h in Dance

rch in Educational Medm

< =

1972

Review and Index to Research in Literature :
Thomas Johnson

1972 .




i

“Small Scale E‘valuatmn of 'The Five SPHSF Store’
TraVEhng Exhibition”
Prépargd by staff of Smithsonian Institute Traveling
Exhibition Service
October 1974
“Some Considerations for the Interfacing
of the Arts and Evaluation™
Roger H. Edwards
1974

“The Child's Aeslhetic Fxp('rmnr e An Interim Report
and Position Paper”
Louis M. Smith
August 1974

. Related Reports
Allthe Arts for Every Child
Stanley 8. Madeja
1973. 1
"A Report on Training Evaluators, Artist-in-Residence
Project 1970-1971" :
1971
Deflnmg Behavioral Uh]c:rtweqf esthetic
Education™
David W. Ecker &
1969
Final HPPBTI an thé Institute in Aesthetic Education for
Volume 1 "An 8 Day Week"”
Volume 2 “Working Papers” 7
Stanlev 5. Madej a. Bernard S. Rosenblatt and Sherry
(;ra;mnu
1974
The Artist in the School: A Reporton the Artist-in-
Residence Project
Stanley S. Madeja et al
1970
The Bee Hive: The Arts in Early Education
Nancy Richard and Stanley 5. Madeja
1975
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Evaluation Report s on the Arts in General
Education Pr je in the University City,
Missouri, Schools B
Reactions to the Hubbard-Rouse Art Curriculum in the
University City Elementary Schools 1969-1971 :
Betty W. Hall et al-

1972 .
Review of Formative Evaluation Activities 1969-1971
Donald Jack Davis et al

1971

; ,
‘Summaries of Classroom Observation of Arts in General

Education Learning Materials
Patricia Thuernau et al

1972

The Transitional Year 1971-1972
Patricia Thuernau and Betty W. Hall
1973

e
[
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AESTHETIC EDUCATION
LEARNING CENTERS
CEMREL-inmeottaboration with school 5vqtpm§
universities and arts organizations, has developed the
Aestheétic Education Learning Centers (AELC) to imple-
ment innovative teacher education programs in the arts
and aesthetics. Physically, each AELC is a modular
environment of multimedia components and a curric-
ulum library emphasizing aesthetic education. Local on-
site C‘DDl‘dln‘iIDl‘S nrgamzp prug ams LU mPPI thij nmmd-; of
5;10?[ course,”’ new tsavhars dnd rhlldren &ptﬂtlhrdl]\«'.
the™AELCs develop new programs for teacher education
in aesthetic education, provide a facility and materials
for aesthetic learning by both teachers and students, and
build a population for further testing of the Aesthetic.
Education Program’s instructional materials. For further
information on the AELCs, see Aesthetic Education
Group: First Year Report (1976) by Bermard S. Rosen-
blatt, Edward Mikel and Dane Manis, available from the
Aesthetic Education Program, CEMREL, Inc.

Aesthetic Education Learning Centers are located in:

Oakland. California -
START Center

Oakland Public Schools
Antioch, California
Belshaw Elementary School
Antioch Public Schools

jefferson County, Colorado
Columbia Heights Elementary School
jefferson County Public Schools.
Oklahoma City

Oklahama City IIniver%ilv

CPntET for the VlsLa] Artg

[llinois State University

5t. Louis, Missouri
Aesthetic Education Learning Center
CEMREL, Inc.

136

RIC

Aruitoxt provided by Eic:

Memphis, Tennessee

Aesthetic Education Learning Center
Douglass School

Harrishurg, Pennsylvania

The Ways and Meaning Place
State Department of Instruction
Centerport, New York
Performing Arts Foundation

of Long [sland

New York City, New York
Center for School Development
New York City Public.Schools
Washington, D.C.

Aeqlhslu‘ Eduratmn Learning Center
]Ghn P P\gnnedv Center for the



BDIDLIOGRAPHY

This bibliography represents published materials
that have been generated by the Aesthetic Education
Program. The materials have been divided into two
categories: books, reporis, and scholarly articles that for
the most part have been written by staff members and
Program associates, and films and television shows
pmdut:ed in I‘&:ldtmnshlp to the Program.

Books, Reports, and Scholarly Articles
Aesthetic Education Program. Aesthetic Educat
vidual Need. 5t. Louis, Mo.: CEMREL. Inc., 1972
'——. Teacher Education for Aesthetie Education: A Progress Report
51. Louis. Ma.: CEMREL, Inc.. 1972 .
-. Supplement to Basic Program Plan. §t. Louis, Ma.: CEMREL, Inc.,

ion: A Social and Indi-

A111501 Jim. Jeffco Arts in Education Program: An Interdisciplinary
Approach. New York: The JDR 3rd Fund. Inc., 1975.
Bagenstos, Naida Tushnet and Albert LeBlane. “The Role of Research
in the Aesthetic Education Program.” Council for Research in Musie
Education. Bulletin No. 43. Summer, 1
Ball, Charles, “Thaughis on Music as Aesthetic Education.” In Toward
an Aesthetic Educatin ited by Bennett Reimer. Washington, D.C.
and §t. Louis, Mo.: Music Educators Natinnal Conference and
CEMREL, Inc., 1971,
‘Barkan, Manuel, Laura H. Chapman, and Evan [. Kern. Guidelines:
Curriculum Development for. Aesthetic Edurotinn. 5t. Louis, Mo.:
CEMREL. Ine.. 1970,
Beagle, Thomas A. "An Interdi 'r!hn rv Model in the Arts and Its
mplications for Teacher Education.” In Reportof lh? Aesthetic
; '.Amer‘u',;]n Educational Theatre Ass 97
5, Mo.: American Theatre Asso

.

ation and

Kathryn. "Development of Arts and Humanities Programs.” In
Inwurd an As--‘slhf +Hir; ‘durnlmn Wi 1=h1nglnn 3. o umi St Louis, Mo
¢ ! lﬁl" 1971,

—— z‘\ F‘rn)t cf fo Ds VPli)p 1ml Pllhll'ih hzmn ll!lnsll ’\; in the
Visual Arts for Use by Teachersin the Sohoals.” A [DR drd Fund Paper.
New York: The JOR drd Fund, Ine.. 1972

Services to Schoals:
sw York: The JIR drd

—=—, "Arts Organizations and Thei
Partners?” A 1DR 3rd Fund Pape
16974,

—— “Intraduction.” In Evaluating the Arts in Fducation: A Re
f\pprmuh edited by Robert Stiake. Columbus, Ohio: Charl
Puhll%hmg C nrnpnnv 149

rons or
und. Ine.,

verview,” New Wavs,
ion, \ful [ No. 4. May-

1
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National Elementary Principal, an

2, Urbana, Ill.: Un

——. "Strengthening and Expanding ”‘It‘ Arlf in th[‘ !3( h(ml

Bluum l'\dlhl‘\l'l dnd ].’m Rr maor.
tinn.'
Febru; ll‘} 1976,

Bocklage, Sharon and Nadine |. Mevers. "The Curriculum DEVLl(lp—
menl (unms as Plnved bv th Aasthchc Educatmn F‘rug

I1l.: Rand MIND“ md Ln 1964, Rtﬁrmlad nAe thF-nm anﬁC‘rili: ism
in \rI qu("t'nn edited by R. A. Smith. Chicagn, 1ll.: Rand McNally

Education. Murch i

——. Enlightened Cherishing: An Essay on Aesthetic Education.
ersity of Illinois P 1972
——. "Preparing Teachers for Aes C Edurﬂmn
tion for,Aesthetic Education: A

.Inc 19?’*

~.

“In Teacher Educa-

ssthetics.” In
th and Prubl durutmn L(iHLd h\ R. A. Smith. Chic
tv of 1llinois Press, 1971.. .

——. "Enlightencd Pre

erence and [ustiication.” In Aesthetics and

Froblems of Education, edited by R. A. Smith. Chicago: U

linois Press, 1971,
Browning, 5
Bela Kappan. Jun;.
CEMREI
Project

"Aesthetic Education l
1974, '

Inc. A Report
70-1971. 5t. Loy

1Z All Your Senses.” Phi

n Training Evaluators, Artist-in-Residence
s, Mo.: CEMREL, Inc., 1971,
Champlin, Nathaniel! zation and Aesthetic Method.”
Curriculum and Aésth cation, a special issue of The Journal of
Aesthetic Education, Vol. 4, No. 2. April, 1870,

emain. "Frontier for an
"The Antiach Review, Vol

Champlin, Nathaniel L. and Francis T.
Experimentalist Philosophy of Education.
19, No. 3. l;all 1959,

ey and Creative Education.” Saturday Review,

i, Ill Umvenm uflllm
An Appl‘Dd(‘h to Aesthetic Edu
dueation, Bulletin No, 17. Summ IQSQ
,Arthur, Ravmand Pluuﬂ Eelh Pollock, and Naida Wt‘lfl)f‘l‘g
n Ednrn(mn Pro i

1, D.C.and 5t I niiis, Mo.: American Thealre Assacialinﬁ,
MR}L Ine., 1972,

Davis, Donald Jack. “Research in Art Education: An Overview.” Arl
Eduecation, Journal of the National Art Education Assoéiation.

May, 1971,
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——. "The Implications of Behavioral Ohjectives for Art Educatiun in
the Public Schools. " Issues in Art Education, Publication of the
Ng}]iﬁﬁal Art Education Association, Vol. 1, No. 1. February, 1971

—. "Human Behavior: Its ations for Curricuhim Development
in Art Studies in Art Education, Publication of the Natinnal Art
Education Association, Spring, 1971, - N

—— “Evaluatmn and Curric 'lum Dpvelnpmﬁnt far f\! isthetic
Educatmn,“ & ucation, edited by Bennett

1 :Mllflr Educators

National C X
Davis, Donald Jack. Fatrn:m K. lhuernnu Allvnd Hudgens; and Betty
W. Hall-Final Report, The Arts in Gensral Educatian Pro <
Evaluation Component, 8t. Lanis, Mo.: CEMREL, Inc., 197 1-1973.
4 volumes.
Review of Formaotive Evoluation Activities, 1969-1971.
Summaries of Classroom Ohservations of Artsin (.f neral
Education Leurning Muteriuls, 1971
Heactions to the Hubhard-Rause Art Curriculum in the
University City Elementary Schools, 1969-1971.
The Transitinnal Year, 1971-1972.
Davis. Donald Jack, et al. The Arts in General Education Project
Evaluation Component: An Interim Report. 5t. Louis, Mo.: GEMREL,
Inc., 1970.
Devers, [Yana: ed. Children and the Arts: Prese
Conference. Washington, DD, G.: Central Atlantic Regional T
Labaratory, 1967,
F[ kpr D:lvld w. I)Pflmngv Hehuvmrul ()h]r‘clwrﬂ% far Aesthetic

ntations from a Writing
Edurational

C(qnﬂepliuﬁs of Aes
Education, a sp
No. 2. April, 1975,
——, "Plaving '+~ Aesthetic Education Curriculnm Game.”
Art Eduecation 13. No. 1, July, 1972,
Edwards, Roger H., and Phyllis Kahan. Report an the Third Year of the
Pennsvivaniu Aesthetic Fducation Pragram. '%t Louis, Muo.: Marceh,
1975,

Engel, Martin,

issue of Th ¢ fournal of Aesthetic I'u’ur ation, Vn! 4.

Studies in

“Aesthetic Education: The State of the Arl.” Art
ation Association. Mareh,

Education, Journal of the National Art Educati
1975.

Flni'hvr;,, (mrnl Ni:w ‘r’urk (, :;\,‘! Urhgm f\rl.1 Imn Edln ation
Program.” The National Elementary Principal, Vol 55, No. 3. January-
February, 1976,

Arthur W, " The Arts in General Education.”
No. 6. September, 19731,

—=_ "Toward a Humane Curriculum.” In Philosophers Spe rak of
Aesthetic Education. edited by Robert L, Leight. Danville, H1:
Interstate Printers and Publishers, Inc., 1975,

Fowler, Charles B. The Arts Proc Basic F(hn:minn Harrishirrg,
Pa.: Pennsylvania Department of
cand Wade M. Ruh]n,nn Impll( ations of Aesthetic
In Toward dan Aesthatic BEdueation,

Art Eeducdtion,

Gary. Charles L.
Education for Professional Action.”
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edited by Bennett Reimsr, Washington, D. C. and 5t. Louis, Mo.: Music
Educators National Conference and CEMREL, Iac., 1971, -~

' { ‘Teaching for Aesthetic Education.” In anurd an
Education, edited by Bennett Reimer, Wathngtn
is, Mo.: Music Educators National Gonference and CI

Im 1971.

i i mhas /Glfted andT lented
5. D, . Dctober, 1974, Rpsmn Va.: Thz:,(munrllf?r

he*rld in E;peﬂrﬁ;h
_Exceptianal Children, 1975.

Gunkle, George, moderator; Asahel D. Woodruff, Donald jack Davis,
David Atidmglun panelists, "Evaluation for Aesthetic Education; A
"In Report of the Aesthetic Education Cémér American
nmal'lhgmtre Asso ion 1971, Washington, D.C and 51. Louis,
C ation :md EMREL, Inc.
i Formanve Evall

Education. St. Lonis, Mo.: CEMREL, Inc., 1872.
Hausman, Jerome J.""A Contemporary Aéstheties Curri
lmmnl an f\ =sthetic Education, edited by Bennefl Reimer.

Was .C. and St. Louis, Mo.: Music Educators National
C anPrEHLF dml CEMREI Im: 1‘«)?1

thgnmi, Burnet. '

ent.” In Report nf lhe
al Fheatm
;MD., American

t 1971, Wﬂ;hlngmn D (

Thplnrp Assaeiation and CEMREL, .

‘Hans George btprn. Mary Louise Barksdale, et al. Final®
eport on the Educational Laboratory Theatre Prpject, 5t. Louis, Mo.:

CEMREL, Inc., 1970. Four volumes.

Hoffa. H ‘What Aesthetic Education Isn't.” In Report of the

Aesthetic Edueation Center. American E ational Theatre

sociation 1971, Washington, D.C. and 5t. Louis, Mo.: American

aciation and CEM Inc.,

Hliances and Art Educati Art Education, Jdurnal of the

National Art Education Association. September, 1973,

" A Conversation with Junius Eddy.” The National

Elementury Principal, Vol. 55, No. 3. January-February, 1976.

Xﬁgh im, Susan. Handhook for The Five Sense Store: An Aesthelic

for Eduecation. §1. Louis, Mo.: CEMREL, Ine.. 1973,

JDR 3rd Pllml Inr \rl Hnr( rmhhnn of States for the Arts in Education:

Camprehe k: The JDR 3rd Fund, In:

October, 1!3;.:,

—. "The Status of the A Repaort |
Fund." The National Elementary Principal, Vol. 55, No. 3. January-
Fehriiary, 1976, N ’ = :

. The DR 3rd Fund Report. Annual reports for 1968, 1969, 1970,
1‘4;1 1472, 19734, 1‘!;4 New York: The DR Fund, I
nhns A1 1L Visiral literacy.” The Visual Literacy Newsletter,
Vul l Nn 4 He ﬂf;mhf% L1972,
johnson, Thomas, Review and Index to Research in Creativity Relevant
1o Aesthetic Exlucation 1900-1963. $t. Louis. Mo.: CEMREL, Inc., 1870,
— . Review and Index 1o Research in Dance Relevant to Aesthetic
lu(lut‘u!mn 1900-1968. 51, Loiiis, Mo.: CEMREL, Inc., 1970.
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